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P R E F A C E 
The highly a l lus iva nature of E l i o t ' s poetry and 
the amount of erxidition required to decipher i t have d i s -
t r a c t e d critic--\l at t3ntion away from an important aspect 
of h i s work : the bas is of h is c r e a t i v i t y in immediate 
and f e l t experience. Of course, h i s debt to Bradleian 
epistemology i s general ly recognised : the ' f i n i t e cen t res ' 
of consciousness en ta i l i so la t ion but the theory also 
implies an immediacy of apprehension of a l l tha t which 
i s o l a t e s the individual fioni other ' f i n i t e cen t res ' of 
consciousness. C r i t i c s general ly agree as to the r e l e -
vance of Bradley's viev/s to E l i o t ' s poetry. I t i s not 
t ha t Bradley led Eliot to give sal ience to the immediately 
f e l t in h is experience; i t i s ra ther tha t Eliot found a 
philosophical jus t i f icatJor in Bradley for what he i n t u i -
t i v e l y thought to be c ruc ia l to h i s poetry. Moreover, 
El io t must have been encouraged in h is p rac t i ce by the 
example of the l a t e nineteenth century French Symbolist 
poets also, and t h i s debt, too, has been un iversa l ly 
recognised. What has, never theless , escaped at tent ion i s 
t he sal ience that the imrr'eJiately f e l t in E l io t ' s experience 
i i 
f inds place in h is poetry. Everywhere in h is poetry 
and plays we find marks of E l i o t ' s success in transmuting 
— even without Dantesque analogues and JUngian p a r a l l e l s 
— the immediately f e l t into concrete-universals of great 
poet ry . Very few English poets have to t h i s extent 
allowed the minutiae of everyday experience to enter and 
operates on t h e i r imagination and l e t them be transformed 
into symbols of such poet ic power. 
I t i s not jus t the process of the symbol i s at ion 
of the fami l ia r tha t i s i n t e re s t ing in E l i o t ' s poetry; 
i t i s the fact tha t such symbolisation i s of a pecul iar 
nature tha t i s important. The immediately apprehended 
in experience opens the door to an awareness of a p a r t i -
cu la r kind. The immediate i s made to mediate a sense 
of the numinous. 'Rea l i ty ' i s subverted and becomes 
unreal and the shadowy becomes r e a l . The pervasiveness 
of such imagery in E l i o t ' s poetry and of the theme of the 
subversion of ' r e a l i t y ' i s what helps Eliot achive the 
most d i s t i n c t i v e qual i ty of h is poetry — i t s union of 
contemporaneity with u n i v e r s a l i t y . El iot i s so g rea t ly 
universa l only because he i s so intensely contemporary. 
His a l lus iveness i s no doubt a un iversa l i s in^ agent but 
h i s roots are firmly grounded in that which i s immediately 
i l l 
apprehended. I t i s on t h i s foundation tha t h is phi loso-
phical and re l ig ious imagination r a i se s the edi f ice of nao-
Thomist C h r i s t i a n i t y , 'The world around the coipner' rou-
ses h i s sense of the numinous, • iTie agony in the ancient 
bedroom* gives him the awareness of the he l l thAt he 
i n h a b i t s . ' Fu l l arms* and 'wet Viair' reveal the poss i -
b i l i t y of regeneration through natura l love. What i s 
taken to be •modem* in h i s poetry i s ac tual ly "contem-
porary", and what i s 'contemporary* i s nothing but tha t 
which i s immediately apprehended. 
The immediately apprehended rouses in Eliot an 
awareness of the numinous, and the poet ic self in whom 
such awareness has been roused becomes an outsldeir. He i s 
a l iena ted from h i s socie ty . I t i s the drama of t h i s a l i e -
na t ion , of conf l ic t ing and discrepant aw^r^iess, t ha t 
occupies the centre of stage in The Family Reunion* Eliot 's 
poe t i c self with i t s special awareness i9 abs t racted and 
embodied in the character of Harry in the play. The p re -
sent d i s se r t a t ion i s a modest attempt to t r a ce , through a 
few selected images, t h i s special awareness of the poet ic 
self in the early poetry and then to see how drama Is 
c rea ted in The Family .Reunion^ out of the conf l ic t of 
i v 
d i s c r e p a n t awarenesses . Inc identa l ly , i t may be po in t ed 
out t h a t t h e u s e of t h e term • awafeness' In tlld jptesent 
d i s s e r t a t i o n has noth ing t o do with the same in a Well-
known essay by P ro fe s so r Unger. (See b i b l i o g r a p h y at t h e 
end) . P r o f e s s o r Unger u s e s t h e term in t h e sense of 
s e l f - c o n s c i o u s n e s s and no t in t h a t of awareness of t h e 
numinous through the exper ience t h a t i s immediately appre -
hended. 
My thanks a re due t o t h e s t a f f of t h e Department 
of Engl i sh , A.M.U. My g r a t i t u d e i s a l so due t o my c o l l e a -
gues Sehar and Rashmi who always extended t h e i r whole-
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my indeb tedness t o t h e L i b r a r i a n , M. A. L i b r a r y , A.M,U, f o r 
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CHAPTER I 
I N T R O D U C T I O N 
I t i s almost p la t i tudinous to say tha t E l io t , more 
than any other poet in our century, has deeply influenced 
the course of modem English poetry and poet ic draafna, 
and has taken them to heights untouched in the previous 
century except in the bes t of the l i t e r a t u r e of the ear ly 
n ineteenth century. He enjoys respect not only as a 
g rea t poet and playwright but also as a c r i t i c . I t i s 
equally p la t i tud inous to say tha t E l i o t ' s c rea t ive ef for t s 
are marked by a remarkable uni ty — the uni ty of what can 
only be described as a pe r s i s t en t r e l i g ious quest . Through 
h i s poetry and plays he has t r i ed to draw a c lear p ic tu re 
of the chaos of the modern vrorld which, he thinks, i s a 
r e s u l t of the seculeir thinking of h i s age, 
E l i o t ' s conversion to A^glo-Catholicisu. vr^s not a 
sudden change in the middle of h i s l i f e but the r e s u l t of 
a long process of evolution in thought and s e n s i b i l i t y 
t h a t s t a r t ed ear ly iii^his childhood. The profound r e l i -
H gious vision which i s mediated through h i s l a t e r poetry 
and plays was the product of fac tors tha t go back to his 
e a r l i e s t years . In order to perceive the un i ty of h is 
work and to see how he came to possess the unique aware-
ness of the r e l ig ious and metaphysical dimensions of 
experience, i t i s necessaty to consider b r i e f ly cer ta in 
elements in h is backgrouni.' -jJ development, 
El iot was born in a very s t r i c t Unitarian family. 
The f i r s t family f igure who influenced the mind of young 
El io t was h is grandfather, William Greenleaf E l io t , I t 
appears tha t h is grandfather exercised a great deal of 
influence on every member of the faanily. In one of h i s 
l e c tu r e s at Washington Universi ty, El iot said tha t , 
though he could not get the cr-lden chance to meet h is 
grandfather as he had died a year before his b i r t h , h i s 
f igure seemed s t i l l to preside over the family, "The 
Standard of Conduct was that which my grandfather had 
s e t ; , . , , he had brought down the tab les of the law," 
This shows how much the y<^ .. /g riliot was in the gr ip of 
the s t r i c t Unitarian ethos. His young mind was d i s t r a c -
ted a l o t as i t needed soii _ Lhing more appealing to h is 
senses than the extreme form of Protes tant rat ional ism 
known as Unitarianism. Eliot was ins t ruc ted in a form 
in which things were e i ther black or white; t h i s made 
young E l i o t ' s mind look somewhere e lse f o r the s a t i s f a c -
t ion of his imaginatior . Wiidt he got from his early back-
ground was s t e m enligy)tenmer<t, Insp i t e of a l l these 
l i m i t a t i o n s he was influenced a l o t by h is early back-
ground. He himself puts i t in these words : "The 
primary channel of transmission of cu l tu re i s the 
family : no man wholly escapes from the kind, or wholly 
surpasses the degree, of cu l tu re which he acquired from 
2 h i s early environment," Whatever the l imi ta t ions of 
"the degree of cu l tu re" inher i ted by Sl io t from his 
family, the fact i s undeniable tha t i t Impressed on h i s 
young mind the importance of re l ig ious f a i t h , "Reli-
gious f a i t h , in short , i s for Sl io t a mode of t ranscen-
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ding h is tor ic ism while remaining in i t s ambit." This 
need for re l ig ious f a i th inher i ted from h i s grandEather 
was reinforced by the influence of his mother, Char lo t te 
S l i o t . His mother did considerable amount of social 
work and was also endowed with l i t e r a r y g i f t s . I t may 
be surmized tha t the e a r l i e s t s t i r r i n g s of char i ty must 
have come to Sl iot through h i s mother' s social conscience. 
E l i o t ' s wide cu l tu ra l i n t e r e s t s must have or iginated in 
h i s mother's l imited social a c t i v i t i e s . Speculation 
about h i s mother 's shaping influence on E l i d t s ' s character , 
thought and s e n s i b i l i t y , however, i s not as f ru i t fu l as 
the recognition tha t the content of Unitarian thought 
(an important element, as we have seen, of h is early 
background) does not mark any con t inu i t i e s in his deve-
lopment. As a matter of fac t , i t i s E l i o t ' s re jec t ion 
of Unitarianism tha t i s more important in the development 
of h is thought. I t may be per t inent here to r eca l l 
E l i o t ' s react ion to a comment made at the time of h is 
conversion to Anglo-Catholicism in 1927. El io t , we 
remember, sounded qui te strange when i t was remarked 
t h a t h is conversion to Anglo-Catholicism indicated h i s 
"re turn" to the Church. El io t repeated the word "return" 
with a query, and said, "I was never t h e r e . " E l i o t ' s 
comment c l ea r ly brings out the fact that Unitarianism led 
to scepticism and rat ionalism ra ther than to f a i t h and 
the t rue s p i r i t of Chr i s t i an i t y , 
Thus, in our emphasis on the Unitarian background 
of El iot i t i s s igni f icant to remember that i t i s not the 
content of Unitarianism as a Christ ian sect that i n f l u -
enced E l io t . As a matter of fac t , i t i s the ©notional 
qua l i ty of h is early r e l ig ious background — i t s earnes t -
ness and i t s evangelical zea l , i t s attempt to view 
experience in moral and r e l i g ious terms — that i s of 
c ruc ia l s ignif icance in a consideration of E l i o t ' s deve-
lopment as a r e l ig ious poet. 
Apart from his family background, E l i o t ' s mind 
a lso owed a great deal to the influence of h is teachers . 
In 1906, he went to Harvard and there he found the atmos-
phere condusive to free and o r ig ina l th inking. This 
atmosphere was different from that at home. Here he met 
teachers l i k e George Santayana and Irving Babbit, They 
gave a new turn to his conscious l i f e . The most impor-
t an t influence in his Harvard days was that of I rving 
Babbit. Babbit ' s frank nature and outspoken temperament 
a t t r ac t ed S l i o t . Babbit, in pa r t i cu l a r , influenced his 
ideas about the dynamic r e l a t ionsh ip between past and 
present , as well as encouraged him in b ias against 
Romanticism. He gave a i i o t ' s i n t e r e s t s a proper d i r ec -
t i o n . "He found in Babbit not merely a tu to r , 'but a 
man who di rec ted my i n t e r e s t s , at a pa r t i cu l a r moment, in 
such a way tha t the marks of that direct ion are s t i l l 
4 
evident ." Babbit, in a way, exploited the hidden 
i n t e r e s t of Sl iot towards authori tar ianism and anti-roman-
t ic ism and confiHTied i t , S l io t , no doubt, found 
Babbi t ' s humanism ra ther uncongenial and came l a t e r to 
repudia te i t a l together , Himanism, he was to discover 
soon, was a col de sac, a bl ind al ley tha t led nowhere, 
an indicat ion and expression of hubris gu i l ty of o r ig ina l 
s in . I t opened no way out •. o freedom from time-bound 
consciousness, and was indeed purely h i s t o r i c i s t and 
secular in i t s epistemological bear ings . I t was the 
chief malaise of the modem, post-Ren ad. ssance European 
society , and was, at the same time, inimical to poetry 
and to the l i f e of the imagination. 
Another force a t t r a c t i n g Eliot at Harvard was 
G. Santayana, a teacher in the department of philosophy. 
He was a c l a s s i c i s t * He seems to have influenced the 
raw mind of El iot through h i s def ini t ion of a r t . Ha 
descr ibes ar t as aiming at "universality. According to him 
ar t can achieve universality by depict ing universal and 
primairy experiences and by expressing u l t imate trxith. 
Santayana* s idea of naturalism and d i s i l l u s ion appealed 
to E l io t . 
Besides these teachers , El iot was also influenced 
by his reading, a brief account of which may be given 
below. However, i t i s important to remanber that none 
of the elements in his background may be regarded as 
ac t ive agents in the evolution of his thought and sens i -
b i l i t y . Our purpose- 'would be adequately served if we 
succeed in bringing the reader of E l i o t ' s poetry to the 
point where his conversion to Anglo-Catholicism appears 
as a natural and inevi tab le growth from his e a r l i e s t 
baclcground. 
A l i t t l e mora than half a century separates 
Baudelaire from El iot , but each, in h i s own age, gave 
evidence of the same g i f t s and the same plans for a poetic 
work — the analysis and the affirmation of the self, 
E l io t was especial ly impressed by Baudelaire 's fee l ing for 
h i s age. Baudelaire 's ar t represented an awareness of 
man's s i tua t ion in the modern world. What impressed 
Eliot most in Baudelaire was his i n s i s t e n t awareness of 
s in , El io t presents t h i s concept through di f ferent 
images of awareness throughout h is poems and plays . Like 
Baudelaire, Eliot too manifests throughout h i s work, 
from Prufroqk to the plays, a haunting and i n s i s t e n t 
awareness of s in . The pr inc ipal c h a r a c t e r i s t i c of t h e i r 
age, according to both Baudelaire and El io t , i s d i s -
order : disorder in every domain. Baudelaire influenced 
El io t not merely as a poet but he also made i t eas ier for 
E l io t to feel and understand the prevalent disorder and 
chaos in modem society. Baudelaire 's idea of a modem 
c i t y was tha t of a l iv ing h e l l . S l io t was encouraged 
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to feel the same way by his study of Baudelaire 's work. 
He, too, sees evil around him. He i s sickened by the 
vulgar i ty of a large c i t y . Another c h a r a c t e r i s t i c of 
Baudelaire which influenced El iot i s h i s f a i t h in moral 
va lues . Baudelaire was the f i r s t wr i ter of modem 
poetry who claimed that a l l f i r s t r a t e poetry i s preoccu-
pied with moral i ty . Both nurtured the impassioned plan 
to rediscover authentic human values . 
/ E l i o t ' s debt to French symbolism, specia l ly in 
mat ters r e l a t i n g to poetic communication and technique, 
i s well-known and would be necessary to determine and 
o u t l i n e in a comprehensive account of h is poetic develop-
ment. However, in the present discussion we are not 
much concerned with E l i o t ' s technique. Our main concern 
i s focussed on E l i o t ' s r e l ig ious quest, the elements 
tha t u l t imate ly helped him evolve images of extra-temporal, 
supra-mundane awareness, the images tha t make h i s l a t e r 
poetry and plays l i k e "The Family Reunion" such wonder-
ful works about transcendent r e a l i t y . J 
Eliot himself has drawn at tent ion to the fac t 
tha t a reading of Arthur Symons' The Symbolist Movement 
in L i t e r a tu re was of c ruc ia l importance in the development 
of h i s poetic career . Apart from matters of technique, 
specia l ly those r e l a t ing to the poet ics of indi rec t ion 
(something with which we are not concerned here) , El iot 
a lso speaks of matters concerned with the impact of 
Symon's work on his s e n s i b i l i t y . He describes the 
experience of discovering Laforgue and others as "an 
5 introduct ion to wholly new fee l ings , as a r eve la t ion . " 
What a t t r ac t ed 21iot to Laforgue was not jus t the spoken 
idiom, the poetry of colloquialism but also Laforgue' s 
fasc inat ing t a l en t for ext rac t ing uni ty from the f rag-
mentation of experience and his haunting pessimism. The 
young E l i o t ' s pe r s i s t en t awareness of the d iv i s ions in 
self was found echoed in Laforgue's poetry of modem 
consciousness, and t h i s merged imperceptibly with E l i o t ' s 
growing disenchantment with time-bound pa t te rns of expe-
r i ence . I t i s in t h i s way that the influence of the 
symbolists and special ly of Laforgue i s relevant to a 
considerat ion of E l i o t ' s r e l ig ious quest . 
Soon, however, Eliot outgrew Laforgue and passed 
on to Dante, the supreme and the most pervasive influence 
on E l io t ' s mind. In Dante, El iot found the example 
of metaphoric vision that l a i d the foundation for a vision 
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of s p i r i t u a l order which Lacorgue lacked. The influence 
of Dante on El io t should be of the grea tes t concern to a 
reader of the l a t t e r ' s poetry since Dante remained for 
Bliot as the poet "per se , " the great European c l a s s i c 
who i s of much more relevance to the modem poet than 
even Shakespeare. I t i s i n t e r e s t i n g to contras t Eliot* s 
a t t i t ude to Dante with tha t towards Shakespeare. The 
l a t t e r ' s work contr ibutes qui te a good deal to the tex-
t u r e of S l io t ' s verse but Dante remains the poet to whom 
Bliot owed h is to ta l a l leg iance . Dante's incarnat ional 
symbolism and the archetypal organisat ion of experience 
in The Divine Comedy provided El io t the means with 
which to fuse thought and s e n s i b i l i t y and to perceive 
regenera t ive schemes for a decaying cu l t u r e , 
E l i o t ' s profound Calv in iSt ic awareness of sin — 
something tha t was a par t of h is pur i tan ica l background — 
found a re f lec t ion in Dante's h e l l . Dante's he l l i s the 
he l l of El iot too. The Dark Wbod in Dante which leads 
in to hel l does not point to any pa r t i cu la r sin; i t i s an 
image of the lovelss heart which i s the cause of a l l s in s . 
I t i s nothing but "the great refusal to see the r e a l i t y 
ou ts ide the sel f . In t h i s condition the s p i r i t u a l progress 
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of the protagonist is stopped by h i s own corruptions 
external ized as wild b e a s t s . . . The only way out of the 
Dark Wood i s through Hell, through a knowledge of the 
darkness of one ' s own soul ." This i s what Edward of 
The Cocktail Party says : 
What i s he l l ? Hell i s oneself. 
Hell i s alone. 
The knowledge of Hell impels the soul to go up the way of 
purgat ion. Throughout Dante 's work we f ind an awareness 
of sin covering dif ferent stages in the form of "Inferno" 
and "Purgatorio" leading to the pos i t ive end of "Para-
d i so . " Like Dante, in El iot also we find exper ien t ia l images 
h in t ing at Inferno, Purgatorio and Paradise — though 
he only h in t s at the paradiso . Keeping the pervasive 
nature of Dante' s influence in mind i t can be said t ha t to 
read Sl io t in ignorance of Dante i s to neglect a dimension 
of meaning tha t the poet exp lo i t s throughout h i s major 
works. In "Prufrock" and some other poems Eliot 
r e l a t e s the experience of modem man to the experience of 
mankind given to us by Dante. In a t a l k 'What Dante 
Means to Me,' given in 1950, Sl iot paid h i s t r i b u t e to 
Dante as "the most pe r s i s t en t and deepest influence" on 
12 
his poetry. He has described his method, "I have 
borrowed l i n e s from him, in the attempt to reproduce, or 
r a the r to arouse in the r eade r ' s mind the memory, of some 
Dantesque scene, and thus es tab l i sh a r e l a t ionsh ip 
between the medieval inferno and moderti l i f e . " 
E l i o t ' s search for a scheme which could bind up 
h i s fragments and unify his l i f e and a r t sent him back to 
philosophy. In 1916, he completed a d i s se r ta t ion on 
the epistemology of F.H. Bradley. Eliot found in 
Bradley a doctr ine which at l e a s t on the i n t e l l e c t u a l l eve l , 
explains away the fragmentation and chaos which seems to 
mark the present cu l t u r e . What a t t r ac ted most o£ the 
absolute i d e a l i s t s and Eliot to Bradley's philosophy i s 
h i s discovery that r e a l i t y cons i s t s of pa r t s which are a l l 
a par t of a s ingle system. Every exis t ing thing i s a 
pa r t of the absolute . What Bradley offers o thers to 
der ive from his philosophy i s tha t any fragment, no matter 
how i so l a t ed i t may appear , is connected to other fragments; 
every fragment i s se l f - t ranscendent . I t reaches beyond 
i t s e l f and p a r t i c i p a t e s in successively greater fragments 
u n t i l i t reaches the a l l - i nc lu s ive whole. The primary 
emphasis of Bradleyan doctrine on rebinding fragments in to 
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a whole i s r ad ica l ly r e l i g i o u s . The re l ig ious impulse 
i s the impulse to rebind, to transcend fragments^ to 
reunify . To be re l ig ious i s , f i r s t , to be aware of f rag-
mentation, of brokenness and f ina l ly . I t means to be d i s -
cxmtented with brokenness and to imagine that i t can be 
transcended. Another aspect of Bradley's philosophy 
which influenced Eliot i s h is theory of knowledge. El io t ' s 
keen i n t e r e s t in the quest for the sources of knowledge 
can be seen throughout h is poetry and tha t too very c lear ly 
in h is search for the nature of r e a l i t y . "The phrase 
'Unreal City ' in The Waste-Land has far-echoing phi loso-
phical implicat ions to a person famil iar with Bradley's 
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Appearance_ and Real i ty ." Bradley's "Absolute" becomes 
E l i o t ' s "Pattern". Bradley thought tha t the broken pat tern 
of l i f e which we perceive i s completed in the r e a l i t y which 
contains i t . These broken a a t t e m s become a par t of a 
l a r g e r pa t t e rn . The only change which occurs in Bradley's 
absdl^itg i s tha t E l i o t ^ i v e s i t a r e l ig ious mask; he 
i n t e r p r e t s IT?"**, the s p i r i t of Chris t ian theology. 
I I 
Having br ie f ly delineated above some of the impor-
t an t elements in the development of E l i o t ' s r e l ig ious vision. 
14 
we now propose to give some thought to the mediation of 
t h i s vision in h i s major poems. The CKitral concern in 
the following analysis i s the endeavour to t r ace the u n i -
fying p r inc ip le of Sliot* s work — his r e l i g ious quest 
which, though finding no cl imact ic expression in any 
analogue of the "Paradise," i s yet suffused, in theme 
and imagery, with E l i o t ' s transcendent v i s ion . In my 
analysis of poems, onwards from 'Frufrock, ' I have 
concentrated only on the above thematic aspect . No 
attempt has been made to i s o l a t e the imagery or theme of 
E l i o t ' s transcendent awareness in the poems of his early 
or middle phase since my concern in t h i s d i s se r t a t ion i s 
only with The Family Reunion. I t i s only in re la t ion 
to tha t play that the theme and imagery of awareness of 
the r e a l i t y beyond the real shal l be adequately deal t 
with. 
Stephen Spender, in an a r t i c l e in The Sewanee 
Review, remarked "that in different periods [ E l i o t ' s ] 
imagination dwells on different phases of experience, but 
g 
in each work the view of l i f e i s only p a r t i a l . " Spender 
i s r ight since we find that in the early poetry l i f e i s 
seen exclusively as h e l l . Pruf rock* s world i s a kingdom 
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of death. Prufrock i s i so la t ed , as are the other 
persons; there i s no real contact among than. The ep i -
graph, taken from Dante's "Inferno" presents the s i t u -
ation of a character who was ca l led upon to reveal himself. 
The protagonist in the poem i s also in the same s i t u a t i o n . 
Prufrock appears to be submissive. He sees evening in 
the aspect of e ther iza t ion , and i t suggests the idea of 
s p i r i t u a l s t a s i s . What El io t suggests by t h i s i s the 
idea that the Prufrock consciousness has remained inde-
c i s i v e between the hope of salvation and damnation. lb 
get out of t h i s s i tua t ion we have to leave our s t a t e of 
" d e a t h - i n - l i f e , " and a t ta in s p i r i t u a l r e b i r t h or " l i f e -
in -dea th . " "The p o s s i b i l i t i e s of salvation are within 
our ordinary temporal experiences; wa need only to reach 
9 
out to secure them." El iot in t h i s poem highl ights the 
theme of the essen t ia l t r i v i a l i t y of existence in which 
Prufrock p a r t i c i p a t e s along with the social set he observes: 
In the room the women come and go 
Talking of Michelangelo. 
E l io t has shif ted the "Inferno" of Dante to a modem 
psychological context where everyone l i k e Prufrock, i s 
t ry ing to suppress h i s se l f . The t i r e d , sleepy evening 
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i s an aspect of Pruf rock" s mind, which represents the 
whole modem mind in a s t a t e of dilemma. Grover Smith 
remarks tha t "Pirufrock suffers in a he l l of defeated 
idealism, to r tu red by unappeasable d e s i r e s . " E l i o t ' s 
reworking of the Dantean theme of the inferno has a 
modem s e t t i n g , and achieves i t s un iversa l i s ing effect 
through i t s i n s i s t en t contemporaneity. The poem probes 
deep into the subconscious of the protagonist and exposes 
before us the rot tenness , the corruption and the decadence 
of contemporary socifety. The condition of the present day 
man i s l i k e tha t of an e ther i sed pa t ien t who i s "conscious 
but conscious of nothing." The image suggests the mental 
vacuity of the speaker. Notwithstanding the poem' s 
Dantean epigraph and the analogy of the ' Inferno' pa t te rn , 
'Prufrock' i s more Jamesian than Dantean. I t i s perhaps 
because of i ts clpseness to the Jamesian model tha t the poem 
contains fewer images of awareness — the kind we wi l l 
look for in The Family Reunion. I t may, however, be 
in t e re s t ing to note tha t in the course of h i s musings on 
vacuity and boredom Pinjifrock i s shocked into a rea l i za t ion 
of l i f e ' 3 u t t e r f u t i l i t y by h i s contemplation of "certain 
ha l f -deser ted s t r e e t s " and "sawdust res tauran t s with 
o y s t e r - s h e l l s . " The same surpris ing effect i s also 
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achieved by the image, in the middle of the poem, of 
"lonely men in sh i r t - s l eeves , leaning out of windows." 
These two images transcend the Jamesian world of psycho-
log ica l s u b t l e t i e s and over-cul tured soph i s t r i e s to become 
incamat iona l symbols of time-bound experience, 'Prufrock* 
achieves i t s c h a r a c t e r i s t i c El io t overtones also in i t s 
image of the "pair of ragged claws/scuttling across the 
f loors of s i l e n t seas . " The protagonist repudiates his 
world of meaningless social rounds as well as his "cons-
ciousness of nothing" through his shocked awareness of 
"strange modes of being." The pa i r of ragged claws are 
vague an t ic ipa t ions of the fur ies tha t peer through the 
windows of common, mundane experience to make the cosy 
comforts of Wishwood an imposs ib i l i ty . 
In 1922 came "The Waste Land," E l i o t ' s f i r s t 
long philosophical poan. The c r i t i c s at once described 
i t as an attempt by El io t to express the disi l lusionment 
of a generation, but El iot rejected i t ; he said "When 
I wrote a poem ca l led 'The Waste Land' some of the more 
approving c r i t i c s said that I had expressed the ' d i s i l l u -
sionment of a generat ion, ' which i s nonsense. I may 
have expressed for them t h e i r own i l lu s ion of being 
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d i s i l l u s ioned , but that did not fom) part of my in t en -
t i o n . " He even denied there was any social c r i t i c i sm 
in i t at a l l , Eliot was quoted by Professor Theodore 
Spencer as having made the following remark : 
Various c r i t i c s have done me the 
honour to i n t e r p r e t the poent in terms of 
c r i t i c i sm of the contemporary world, have 
considered i t , indeed, as an important 
b i t of social c r i t i c i s m . To me i t was 
only the re l ie f of a personal and wholly 
ins ign i f ican t grouse against l i f e? i t i s 
jus t a piece of rhythmical grumbling, 12 
This is the clearest denial on E l i o t ' s part of there being 
any impersonal, philosophical o r cu l tu ra l implicat ions , 
concerns or themes in the poem. Notwithstanding t h i s 
confession and in the l i g h t of E l i o t ' s over -a l l develop-
ment as poet and thinker , there i s l i t t l e doubt that 
"The Waste Land" has l a rge r re l ig ious and metaphysical 
concerns. These might be unconscious but these concerns 
are unmistakably t he r e . The epic sweep of the poem i s 
indeed so vast and important that i t has taken i t s 
r ight fu l place as a c l a s s i c of English poetry. 
"The Waste Land" has been discussed threadbare but 
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in almost a l l i n t e rp r e t a t i ons emphasis has been l a id on 
i t s c u l t u r a l , philosophical and re l ig ious impl ica t ions . 
13 14 
Leavis and Brooks l a i d s t r e s s on i t s anthropological 
bearings in the f o r t i e s , misled perhaps by E l i o t ' s r e fe -
rences in the Notes to the poem's debt to Miss Weston's 
From Ritual to Romance. This i s not to deny that there 
i s qui te subs tan t ia l pa t te rn ing of experience in mythical 
terms in the poem, and that t h i s pat terning i s necessary 
to an understanding of the t e x t . However, the poan t r a n s -
cends anthiropology or ra ther finds in anthropological 
b e l i e f s , as i t does in Hindu philosophy, analogues for 
ways of feel ing and thought tha t were more personal, a 
par t of h is own her i tage , something towards which Sl io t 
had a l l along been moving. I t i s possible to see "The 
Waste Land" as part of E l i o t ' s comprehensive re l ig ious 
quest , an attempt on h is par t to go back to the medieval 
Chr is t ian v i a neqat iva . Eloise Knapp Hay in her recent 
study describes "The Waste Land" as "a poem of radical 
doubt and negation, urging that every human desi re be 
s t i l l e d except the des i re for se l f -surrender , for r e s t r a i n t 
and for peace." That t h i s i s the t ru th i s subs tan t i -
ated by the excel lent biography of Eliot by L. Gordon : 
E l i o t ' s New Life, a biography that beau t i fu l ly brings out 
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the underlying Dantean pat tern in E l i o t ' s own personal 
experiences as a human being. 
The consensus of c r i t i c a l opinion has come round 
to the view tha t "The Waste Land" marks an important 
stage in the development of Sl io t as a r e l ig ious poet . 
Avoiding references to the plethora of coiTBnentary on the 
poem, I would discuss b r i e f ly i t s cen t ra l re l ig ious 
concerns and then t r^ to i s o l a t e a few images of awareness 
in i t . 
(The poem shows tha t the disorder of the soul i s 
the real cause of the disorder of socie ty . The need for 
regeneration i s a recurring theme in the poem.-^ The t rue 
waste land i s not so much our present day cu l tu re as the 
proud and barren heart tha t needs to obey a supernatural 
command. The Waste i s not that of War's devastation and 
t 
bloodshed, but emotional and s p i r i t u a l s t e r i l i t y . The 
f i r s t par t of "The Waste Land," "The Burial of the 
Dead," takes i t s t i t l e from the Anglican service for the 
bu r i a l of the dead. I t conveys the idea of resurrec t ion , 
proclaimed through the assurance of Saint Paul, "the 
dead shal l be ra ised incorruptible^ and we shal l be 
changed." Again the underlying idea i s tha t of regenera-
t ion of s p i r i t u a l l i f e . This i s the key idea around 
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which the whols poem moves, Tiresias/ the protagonist 
of the poem, has been presented l i k e the Fisher King, a 
type of a l l the mighty vjho are fa l l en . The people of 
the waste land inhabi t the "Unreal City" which i s a 
h e l l , for the people who inhabi t i t are t o t a l l y ignorant 
of s p i r i t u a l r e a l i t i e s l i k e those in Dante's "Inferno." 
The Grail legend used by El io t re fers to the cup 
used by Chr is t at the l a s t supper; thus i t i s regarded 
as a holy Chris t ian r e l i c , E l i o t ' s in tent ion in using 
t h i s legend i s to express the need for that which i s l o s t . 
The Grail was l o s t and i t s search became an important and 
powerful symbol for man's search for s p i r i t u a l t r u t h . 
E l i o t ' s vision i s a gloomy, in t rospec t ive and quas i -phi lo-
sophical meditation upon the time-bound consciousness and 
l i f e l ived on the secular level ignorant of r e a l i t y — the 
chief malaise of modem c i v i l i z a t i o n , Xn "The Waste Land" 
we find a cont ras t drawn between two kinds of death. Life 
devoid of meaning i s death, a kind of l iv ing death, a 
d e a t h - i n - l i f e . On the o ther hand, dying to the world in 
and through love i s l i f e - in -dea th , a kind of l iv ing in 
the perspective of e t e rn i ty , a r ea l i sa t ion of t rue l i f e . 
This l i f e - i n -dea th brings in i t s wake the knowledge of 
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good and evi l which gives us the s t a tus of being a l i ve . 
The people who inhabit the waste land are indeed dead 
because they are unable to d i f f e r en t i a t e between good and 
e v i l . In the f i r s t par t of the poem we are faced with 
the people who are afraid to l i v e in the l i g h t of Real i ty . 
April , the season of joy and reb i r th , i s the c r u e l l e s t 
month for them since i t kindles des i re , the s t i r r i n g of 
new l i f e which, according to El io t , i s a painful exper i -
ence, "The dried tubers"' of secular humanism that fed 
a l i t t l e l i f e in the winter of "forgetful snow" are 
preferred to the awakening of s p i r i t u a l l i f e in April 
through "giving," "sympathising" and "control l ing" of 
the way of Negation for which El io t finds an analogue in 
Eastern philosophy. S l io t i s making sense of his own 
experience, of his awareness of the perspective of e t e r -
n i t y through shocking and hor r ib le images of mundane l i f e 
and every-day occurrences — the flow of the morning crowd 
on London Bridge, the young man Carbuncular "on whom 
•assurance s i t s /As a s i lk hat on a Bradford mi l l i ona i r e , " 
the scene of seduction where lovers are "in r a t s ' a l l ey / 
Where the dead men los t t h e i r bones." E l i o t ' s awareness 
of the t imeless perspective in "The Waste Land," however, 
i s not pos i t ive ; i t comes to him through a negation of 
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the negat ives , a consciousness of s in, a haunting sense 
of the hollowness and meaninglessness of what i s confined 
only in time. We have already seen how he de l ibera te ly 
distanced himself from the l a t e nineteenth century huma-
n i s t i c phi losophies . His reading of Dante, too, helped 
him acquire a keen sensi t iveness to the d i re needs of 
modem c i v i l i s a t i o n , specia l ly to the absence of a 
coherent, whol l i s t i c vision based on divine, supernatural 
sanctions for e th ica l l i f e . "The Waste Land" i s Dante's 
' Inferno,* a cry of pro tes t against the sou l ' s impervi-
ousness to what would nourish i t if i t only overcame i t s 
d i s i n t e g r a t i o n . El io t makes the reader l i v e through t h i s 
h e l l . As in Dante's Divine Comedy, i t i s not actual 
he l l but a vision of h e l l . "Sin i s behovely" since i t 
awakens the soul, and a consciousness of sin i s the f i r s t 
necessary s tep towards l i f e s p i r i t u a l . 
El iot c rea tes s igni f icant poetry out of his aware-
ness of loveless s infulness . He does i t , among other 
th ings , through his imagery of everyday l i f e which shocks 
the reader in to a colfWilipusness of the t imeless dimension. 
This imagery of ordinary l i f e which i s par t of the process 
of symbolisation and idea l i sa t ion of f e l t experience i s 
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reinforced by El io t ' s wide reading. Reading, as El iot 
elsewhere i n s i s t ed , becomes a part of the poe t ' s unif ied 
s e n s i b i l i t y , i t i s impossible to disengage i t from d i rec t 
observation and fee l ing . The "Unreal City" where 
"death had undone so many" i s not jus t the London of 
E l i o t ' s personal observation but also the "fourmillante 
c i t e " of Baudelaire and the c i t y of Pis in Dante's 
"Inferno." The shocking consciousness of these various 
l ayers of meaning i s also present in the Madame Sosostr is 
passage. Eliot brings real l i f e , the memory of a scene 
in a novel by Aldous Huxley (part of HuocLey's s a t i r i c a l 
observation of the decadent contemporary society) , to 
coalesce with the legendary characters of the Tarot pack 
of cards , o r ig ina l l y part of man's l ink with the beyond 
but now used in vulgar fortune - t e l l i n g . We have a l l 
the contours of a real voice in a real l i f e s i tua t ion 
speaking in low tones and secre t ive ly , and asking the 
hearer to t?ll "dear Mrs Squitone" about the horoscope. 
"Dear Mrs Equitone", whoever she was, has here achieved 
imrrortality by her name alone. She i s not the one to 
lose her poise, her "equi- tone," her intense self-concern, 
her unconscious choice of s e r i a l time (past , present , 
future) — vide her i n t e r e s t in fortune - t e l l i n g . She looks 
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forward to the chorus of Uncles and Aunts in The Family 
Reunion, and may be taken as an example, among so many, 
of iSliot' s symbolisation of experience through images of 
awareness. 
"Ash-Wednesday" may be regarded as a testament of 
f a i t h . The t i t l e refers to the r i t u a l in which the p r i e s t , 
dipping his thumb in ashes, marks the sign of the cross on 
the forehead while he intones : "Remember, man, that thou 
a r t dust, and unto dust thou shal l r e tu rn , " Thus, what 
E l io t wants to convey i s the idea of the need for man to 
turn to the world of" God, E.E, Duncan Jones in an a r t i c l e 
on "Ash-Wednesday," says : " I t i s r e l ig ious poetry which 
i s not d idac t ic in any degree; i t doesn ' t explain the 
doctr ine or d i sc ip l ine of h i s f a i th , but i t communicates 
something of what i s f e l t in apprehending and undergoing 
them," Throughout the poem El io t i s concerned with 
s t a t e s of fee l ing . He has taken the help of various 
images, especia l ly r e l ig ious one, to express t±>e in tense 
emotion present in h is hea r t . As we go through the 
d i f fe ren t poems of "Ash-Wednesday," we not ice Dante's 
pervasive inf luence. However, El io t doesn' t l imi t the 
suggestiveness of h is symbols to Dante's meanings alone. 
All the s ix poems of "Ash-Wednesday" are concerned with 
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the s p i r i t u a l side of l i f e . The se r ies of poems s t a r t 
with a vision of s p i r i t u a l renewal dominated by a Beatr ice 
f igure , which can also be in te rpre ted as the church. This 
i s followed by the image of s t a i r s , which has been i n t e r -
preted as suggesting the idea of s p i r i t u a l s t a i r s . Then 
there i s the image of a garden (which can be a churchyard) 
present ing the transformed and g lor i f i ed f igure of Beatr ice , 
The f i r s t poem begins with se l f -explora t ion and 
self-examination, "Because I do not hope to turn again," 
t h i s l i n e suggests the theme of worldly loss and resignat ion; 
the inherent idee in i t i s t o turn to Ood. The reference 
to the aged eagle point towards the medieval fable in which 
the aged eagle i s able to renew i t s youth in the l i gh t of 
the sun and then by dipping in to the waters of a fountain. 
I t i s possible tha t through t h i s refeirence El iot wants to 
reveal the p o s s i b i l i t y of s p i r i t u a l r eb i r t h by turning to 
Ood, Having found hope in nothing he decides to begin 
at the bottom and "to construct something upon which to 
r e j o i c e . " 
In the second poem we have three white Leopards, 
who unlike Dante's spotted s i n i s t e r beas t s , are also agents 
of good. The themes running in t h i s poan are the renewing 
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power of grace, the church and the doctr ine of the coinm-
union of Sa in t s . The vision prevai l ing here i s that of 
death. I t i s not ju s t physical death but s p i r i t u a l death 
a l s o . The idea of s p i r i t u a l bl indness i s contained in 
these l i n e s : 
Under the DUn-iper-tree the bones sang, 
aca t t e r ed and shining 
We are glad to be sca t te red , we did 
l i t t l e good to each o ther . 
In the th i rd poem i t seems that the speaker has already 
climbed the f i r s t s t a i r . Now he i s "At the f i r s t 
turning of the second s t a i r . " He finds "the same shape" 
which he had seen below. Then he passes through the t r i a l 
of despair , "dark, damp, jagged," ind ica t ing age and 
decay. These s t a i r s can be seen as the usual images of 
s p i r i t u a l progress . C r i t i c s i n t e r p r e t these three s t a i r s 
in different ways. Some compare them to the three stages 
of Dante's purgator ia l mount. K, Hazaresing r e c a l l s 
a conversation with Eliot in which El iot "wondered if , 
in writ ing 'Ash-Wednesday,* he had not been unconsciously 
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influenced by some aspect of Indian Philosophy." This 
statement leads E.K. Hay to think tha t the th ree movements 
of the poem are re la ted to the three s t a i r s imaged in the 
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Buddhist way of pu r i f i ca t ion . 
There i s much of Dante in the fourth poem of "Ash-
Wednesday." In t h i s section El iot makes general r e fe -
rences to the f inal cantos of the ' PurgatoriO/ ' where 
Dante reaches the summit of the Mount of Purgatory, enters 
the ear th ly Paradise and sees Beatr ice, and r eca l l s h is 
s inful pas t . Beatrice i s vei led , before Dante i s 
permitted to see the divine beauty of her face 
The Silent S i s t e r vei led in white and blue 
Between the yews. 
The yew associated with the church i s a generic symbol of 
e te rna l sorrow. 
Fart f i f t h deals with the revelat ion of the Word in 
the present world. The s i lence of the Word i s tha t of 
the speechless Babe and of the Chr is t who before h i s 
accusers 'opened not h i s mopth.' Throughout • Ash-Wednesday' 
E l io t has l a i d s t r e s s on s i lence as the condition of 
s p i r i t u a l events . 
The l a s t poOTi i s in many ways l i k e the f i r s t poan. 
But, unl ike the f i r s t poem where the omphasis was on not 
hoping, not s t r iv ing , ' here are aspi ra t ions af te r natural 
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vigour. Here the author i s not asking "why should the 
aged eagle s t r e t ch i t s wings ?" but here in t h i s poem we 
have a wide window revealing the beauty of the world. 
Prom the wide window towards the gran i te shore 
The white s a i l s s t i l l f ly seaward, seaward f lying 
Unbroken wings. 
The ' l o s t heart* re jo ices again in i t s l o s t de l igh t s , and 
the "weak s p i r i t quickens to rebel»" for the l u s t of the 
senses . Thus, 'Ash-Wednesday' i s a poem of penance and 
prepara t ion . The whole sequence i s canpleted with the 
hopeful look out on to the sea in the l a s t par t of the poem 
while the f i r s t part had s t a r t ed by renouncing the face 
and the voice . Coming half-way between 'The Waste Land' 
and 'Pour Quar te t s , ' "Ash-Wednesday" marks an important 
s tage in the development of E l i o t ' s r e l ig ious conscious-
ness . I t s rhythmic v i r t u o s i t y , i t s deep fee l ings focu-
ssing on the speaker 's s p i r i t u a l s t ruggle and i t s highly 
resonant, almost sc t lp tu r^ l , imagery and symbolism go to 
make i t a dis t inguished achievement. Nevertheless, the 
poem does not fare as well as 'The Waste Land' or 'Pour 
Quar te t s . ' The main reason, perhaps, may be found to l i e 
in the fact of i t s lesser dramatic immediacy. I t i s de f i -
c ien t in incamat iona l symbolism and the absence of 
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locat ion in the actual . Thera are fewer images of aware-
ness in the poem. I t may not have been due to the poem's 
more abstract concerns only since in the 'Pour Quartets ' 
the grea ter abstractness of the theme i s enlivened every-
where by images derived from f e l t experience. 
Having said that • Ash-Wadnesday' i s not 'The 
Wasre Land,' we may nevertheless suggest that the image 
of the s t a i r in the th i rd poem of the sequence achieves 
i t s purgatorial overtones through i t s placement in time 
and space. Equally powerful in i t s combination of actu-
a l i ty and symbolic suggestiveness i s the image of "brown 
ha i r over the mouth blown,/Lilac and brown hai r" — remi-
niscent of the hyacinth - g i r l passage in "The Burial of 
the Dead" in 'The Waste Land.* In the l a s t poem there 
are the images of "the los t l i l a c " and "the l o s t sea 
voices" followed by greater ac tua l i ty in the images of 
"the bent garden-rod" and "the los t sea smell" for which 
"the weak s p i r i t quickens to rebe l . " There i s some point 
18 in the suggestion made by L. Gordon that in the l a t e 
twenties El io t s t a r t s to turn more and more towards h i s 
American boyhood and begins to invest childhood images 
with grea ter symbolic power. Nevertheless, i t i s d l f f i -
19 cu l t not to agree with Grover Smith that there i s 
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something crypt ic about * Ash-Wednesday' , and tha t the 
poem i s grounded in cer ta in fac t s of E l i o t ' s biography 
to which we have l i t t l e access. There i s a fee l ing, we 
might add, tha t the poem does not transmute ac tua l i ty 
i n to t imeless syinbolic counters with the zes t tha t E l i o t ' s 
o t h e r major poems do. 
From Ash Wednesday we can go on s t r a igh t to the 
play Murder in the Cathedral to t r ace fur ther the cont-
ours of E l i o t ' s r e l ig ious quest . We wi l l , however, begin 
by r eca l l i ng a few well-known facts about E l i o t ' s i n t e r e s t 
in the revival of poet ic drama. We know t h a t Eliot was 
opposed to the r e a l i s t i c prose drama of the modem age. 
He once wrote, "I b e l i e v e . . . poetry i s the natural 
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and complete medium for Drama.* For E l io t to have 
i n s i s t e d tha t poetry was germane to drama was not merely 
a r e s u l t of h is pique against the use of prose in ear ly 
twent ieth century drama though .to some extent i t was that 
too . We remember tha t so far as English stage was con-
cerned, revival of drama at the end of the nineteenth 
century had come about as a r e su l t of the Ibsenian urge to 
fuse drama with social purpose and u t i l i t y . Ibsen himself 
ended up with poetic drama when, l a t e in h i s career , he 
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r ea l i z ed tha t prose was not adequate enough for the 
communication of his deepest apprehension of l i f e . How-
ever^ what 3haw and Galsworthy discovered in Ibsen was 
soc ia l u t i l i t y and propaganda. Realism on the stage 
brought in i t s wake a faci le kind of ve r i s imi l i tude 
which^ S l io t thought, was too high a pr ice to pay for 
the l o s s of the deepest poetic ins igh t s . lb be able to 
understand why Sl iot thought tha t poetry was the appro-
p r i a t e vehic le for drama, i t i s useful to r e c a l l what he 
thought of poetry i t s e l f . Poetic endeavour for E l io t 
cons is ted in the attempt to r e t r i eve the primeval from 
the welter of experience. Poetry, and not prose, i s 
the appropriate vehicle for the recovery of the pr imi t ive 
menta l i ty , and the highest kind of drama, too, i s engaged 
in a similar a c t i v i t y . In h is own poetic plays El io t 
was going to deal with the area of experience — primi-
t i v e horror and anxiety — from which not only great 
poet ic drama but also religion springs. I t was, therefore , 
na tu ra l for El iot to bring poetry back to the s tage . The 
attempt to revive poetic drama seems logical in the pe r s -
pect ive of h is un i t ive rel igious guest. 
In a sense Murder in the Cathedral i s a dramatization 
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of arguments for and against f a i th . I t i s poss ib le to see 
t ha t the os tensible theme of the play — Backet 's martyr-
dom — i s only an objective cor re la t ive fot the p l ay ' s 
deeper concern, an affirmative metaphor for f a i t h in the 
r e l i g i o u s , supernatural scheme of things. The play, 
no doubt, i s a study in Sainthood. However, the way 
El io t has dramatized Beckat's inner conf l ic t , h i s s p i r i -
tua l s t ruggle , the play also comes to include in i t s range 
E l i o t ' s own endeavour to affirm fa i th in a s e t t i n g of 
doubt and negation. 
When the play opens we are presented with the 
chorus of the women of Canterbury who are r e l i g i o u s l y 
unconscious and prefer to go on in the misery of t h e i r 
ha l f - l ived l i v e s . Beckat comes as a ray of new re l i g ious 
hope for them. What Sliot wants to convey through them 
i s the relevance of Chris t iani ty in daily l i f e , and the 
asser t ion of i t s value by way of offering r e l i g i o u s solu-
t ions to the problems of the individual . "The soul of 
the play i s Chris t ian . I t i s tha story of a Saint who 
has been elected by God to be a martyr of his r e l i g i o n . 
Tha story na tura l ly fa l l s into two major par ts : the f i r s t 
i s occupied with the psychological preparation of the Saint 
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for becoming a worthy instrument of the Divine Will, while 
the second part depicts the actual murder of the sa in t 
whose blood wi l l redeem the body of the worshippers and 
strengthen the foundation of the Church."^^ The play 
i s a se l f -explorat ion by Becket which has been done 
through di f ferent instruments - l i k e the Canterbury 
women, the tempters and the Knights. El io t presents the 
wretched l i f e of the chorus on account of t h e i r lack of 
r e l i g ious consciousness. Sl io t br ings in to focus the 
unregenerated consciousness of the chorus and t h e i r attempt 
to come out of t h i s s t a t e with the help of Becket. Becket 
i s quite aware of the s i tua t ion in which the women of 
Canterbury a re . He knows tha t what they are doing i s out 
of ignorance. 
They know and do not know, what i t i s to 
act or suffer . 
They know and do not know, that action i s 
suf ter ing, 
And suffering i s act ion. 
On the one hand, he paves the way of salvation for the 
chorus bu t , on the o ther hand, he himself suffers from 
the mental trauma caused by the appearance of the tempters. 
Hugh Kenner suggests that the play " re t races in specif ic 
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terms the a.one t raversed by • Ash-Wednasday.' Hence, 
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t he play depicts the s ac r i f i ce of a Saint , a means of 
sa lva t ion , not only for Becket, but also for the chorus. 
Through Becket 's s ac r i f i ce , El iot i s t ry ing to dramatize 
the need for t o t a l submission before the wi l l of God* 
El io t i s able to project the mental dilemma of a man 
hanging between doubt and f a i t h in the scene betwear) 
tempters and Becket before achieving the s t a t e of a martyr. 
"Before tha t great catas t rophe occurs the Archbishop has 
to rehearse h i s part by engaging himself in ' S t r i f e with 
23 Shadows.' These shadows are transformed in to tempters. 
I t i s said t h a t these four tempters are nothing but the 
four stages of Becket 's l i f e . Becket i s able to over-
come the f i r s t three tempters eas i ly , but i t i s the unex-
pected fourth tempter, who c rea tes real s t ruggle ins ide 
the Archbishop's mind. The fourth tempter claims that 
the Archbishop knows him but has never seen h is face . 
I t i nd ica tes the inner wish of Becket to achieve martyrdom. 
When Becket murmurs, ' I have thought of these th ings ' i t 
gives the tempter a chance to woo him. He grabs the 
chance and says : 
Yes, Thomas, yes/ you have thought of that too. 
What can compare with glory of Saints 
Dwelling fo reve r in presence of God ? . . . 
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Seek the way of martyrdom, make yourself 
the lowest 
On ear th , to be high In heaven. 
However, when Becket meditates on a l l the pros and aona, 
he r ea l i s e s the hor r ib le mistake he was going to commit in 
wishing to achieve heavenly glory. This was the most 
dangerous temptation since i t i s blasphemy to use martyrdom 
in order to achieve personal g lory. The wish to be 'high 
in heaven' was the wish of Lucifer . At l a s t , Becket 
wins over a l l these temptat ions. This play i s a record 
of Becket* s s t ruggle for Sainthood; for El io t i t i s a 
search to find re l ig ious tiruth. The main i n t e r e s t of 
the play l i e s in Becket 's s t ruggle for self-^pu r i f l e at ion 
and i t s r e su l t i ng effect on o the r s . 
The reader may or may not agree with our suggestion, 
made e a r l i e r , tha t the rea l theme of Murder in the 
Cathedral i s the affirmation of a supernatural order of 
experience though the os tens ib le subject-matter of the 
play i s the t r i a l s and t r i b u l a t i o n s of martyrdom. One 
th ing , however, i s undeniable : much of the material in 
the play i s remote from everyday concerns. We wil l see 
t h a t The Family Reunion remarkably succeeds in bringing 
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i t s coherent vision of the world beyond to bear on i t s 
drawing-room drama through i t s imagery of awareness. 
However, in the play under review the nature of the subject-
matter has en ta i led a loss of immediacy. Nevertheless, 
E l io t does allow the vocabulary of contanporary p o l i t i c a l 
manipulation and in t r igue to in t rude in to a medieval drama 
of the conf l ic t between Church and s t a t e — and t h i s at the 
r i s k of making the play anachronis t ic . Immediacy in i n t r o -
duced i n t o the play by the invocation of the fear of the 
unknown by the chorus of the vomen of Canterbury. The 
chorus i s more i n t e l l i g e n t than i t knows, and, l i k e the 
chorus of Aunts and Uncles in The Parpi,lY Reunion, i t i s 
caught in a web of circumstance tha t i t vaguely fears and 
which i t cannot fu l ly understand. "Living and Par t ly 
Living" they have t h e i r "Private t e r r o r s " , t h e i r 
"Secret f e a r s " . 
But now a great fear i s upon u s . . . . 
A fear l i k e b i r t h a^d death, when we 
see b i r t h and death alone 
In a void apar t . 
The great drama of martyrdom i s played out against 
a background of everyday existence in the perspective of 
t ime. El iot does so by overlaying images of awareness by 
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exper ien t ia l pa t t e rns derived from quas i - sc r ip tu ra l sources, 
This r e s u l t s in a di lut ion of immediacy but , at the same 
time, leads to grea te r un ive r sa l i s a t i on . As a s t ra tegy 
t h i s i s Just the opposite of what S l io t does in The. Family 
R|eunion and the l a t e r p lays . While there the concrete 
i s universa l !sed , here the universal i s made to focus at 
the concrete and the iirmediate. In The Family Reunion 
the present i s viewed in the perspect ive of the mythical. 
Harry fades in to Ores tes . In Murder in the Cathedral, 
on the other hand, the medieval i s sought to be brought 
c lose to the present . I t i s for t h i s reason that despi te 
the attempt to introduce the vocabulary of modem p o l i t i c s 
i n t o the speeches by the Tempters and the Knights, the 
play i s not very rewarding from the point of view of our 
present concern. 
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CHAPTER I I 
E L I O T ' S POETIC CREED 
Bi the previous chapter we traced the ou t l ine 
of E l i o t ' s r e l i g ious quest in search of the fundamental 
uni ty of h is work. A study, however, of E l i o t ' s over-
whelming sense of sin and of h is quest for the imprint of 
the beyond in and through time, should also take into 
account the la rge ly experimental nature of h is work. The 
grea t success achieved by h i s poems i s , to a great extant 
due to the innovations he made in poetic technique and 
to h i s re jec t ion of some of the conventional fea tures of 
poetry coming down to us from the pas t . Even as a wri ter 
of poetic drama, h i s grea tes t achievement i s h i s f lex ib le 
and powerful v e r s i f i c a t i o n . He was of the view that one 
has to avoid imitat ing Shakespeare in order to produce 
grea t poetic dramas in the modem age. The emphasis 
thus was on conscious effort to renovate ra ther than to 
b l ind ly follow the convention. Similarly, with regard 
to poetry El io t bel ieved tha t i t was more a product of 
"organised labour of i n t e l l e c t r a the r than the for tu i tous 
st imulation of emotion," 
Some of h i s important poetic techniques are : the 
use of the object ive - co r r e l a t i ve , and the theor ies of 
impersonality, the d issoc ia t ion of s e n s i b i l i t y and of 
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t r a d i t i o n and the individual t a l e n t . We may b r i e f l y 
re fe r to them l a t e r but , f i r s t of a l l , i t i s important 
to focus a t ten t ion on E l i o t ' s use of symbolist technique 
and to see how his imagery of awareness i s u l t imately 
derived from the e a r l i e s t use of t h i s technique by El io t . 
' The symbolist technique, i t has been suggested, 
" igni ted in him the sparks of new goals and promised a 
2 
new technique sui ted to his genius ." El iot was f a s c i -
nated by the technique of the French Symbolists because 
of i t s basic character of suggestiveness. Another feature 
which a t t r ac t ed El io t towards symbolism was tha t i t worked 
by assoc ia t ion . I t gave b i r t h to new hopes in E l i o t ' s 
mind, and at the same time gave him a chance to exploi t 
fu l ly d i f ferent objects of experience by giving them the 
s t a tus of a symbol. The repeated use of some of these 
objects gives them a general v a l i d i t y . "A symbol, one 
might say, i s a point at which pure form and concentrated 
meaning s t r i v e to come to terms, so tha t the more the 
poet r e l i e s on symbolism, the more formal as well as 
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meaningful does h is expression become," Though the 
most important use of symbols i s in language but symbolism 
i s a l l - pervasive in every kind of a r t , because i t lends 
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I t s e l f to rapid, comprehensive and compact use . The 
very school of symbolism was designed to convey impressions 
by suggestion ra ther than by d i rec t statement. The 
p r a c t i t i o n e r s of the school, a l l influenced by Baudelaire, 
include Mallarma, Laforgue, and Rimbaud. 
As already pointed out in the f i r s t chapter, i t i s 
through Arthur Symon's book The Symbolist Mo.yement in 
L i t e r a t u r e tha t El io t came to know the mystery of the 
French Symbolists. I t opened a whole new world for young 
E l i o t . Symbolists l i k e Laforgue and Rimbaud made i t 
easy for El io t to incorporate the chaos of personal 
experience into h i s poetry. "Conversation Gal ante" (1909) , 
the e a r l i e s t poem in E l i o t ' s published co l l ec t ion , i s an 
example of the influence of Laforgue and h i s p rac t ice of 
br inging the modern world and i t s language into poetry. 
Another aspect of Laforgue which influenced Eliot was 
the element of self-parody. As an example we may quote the 
following l i n e s from "The Love Song of J. Alfred Frufrock:" 
Time to turn back and descend the s t a i r . 
With a bald spot in the middle of my hai r -
(They wi l l say: 'How h i s ha i r i s growing thin!,') 
The next aspect which shows the influence of Laforgue i s 
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h i s preoccupation with t r i v i a l rout ine: " I have measured 
out my l i f e with coffee spoons." 
"Prufrock" contains the same de l i ca te ly ironic 
expression. On the one hand, Prufrock i s occupied with 
the mystery of l i f e and, on the other hand, he i s t h in -
king of t r i v i a l i t i e s - ' Do I dars to eat a peach ? ' 
Grover Smith in h i s book T,S« E l i o t ' s Poetry and Plays 
wr i tes tha t 'Prufrock' uses Laforguian devices to 
c r ea t e a t r ag ic s a t i r e . The poem deals with the psycho-
log ica l Impasse of the sens i t ive person from whom l i f e 
has been withheld, El iot learned from Laforgue some 
sensible techniques for disguising ordinairy romantic 
ma te r i a l . After going through some of h i s poems we come 
to the conclusion tha t E l i o t ' s poetry ra re ly t e l l s us 
d i r e c t l y what the poet thinks or f e e l s . I t r e l i e s to an 
unusually great extent on images and symbols, "Symbolist 
technique i s adapted to h is purposes and the work of 
individual symbolist poets helps to form h i s conception of 
the e s sen t i a l s of modern l i f e . " The p ic tu re of the indus-
t r i a l c i v i l i z a t i o n , which comes out of E l i o t ' s pen, 
combines with those of Baudelaire, Verlaine, Laforgue, 
46 
Unreal City, 
Under the brown £og of a winter dawn, 
A crowd flowed over London Bridge, So Many, 
I had not thought death had undone so many. 
The fog, in ' Fruf roclc,' ' Po r t r a i t of a Lady,' ' t h e brown 
fog of a winter dawn* in *The Waste Land' - i s so con-
s i s t e n t a feature in S l i o t ' s scene tha t i t becomes some-
thing more than a fog in l i t e r a l sense; i t achieves the 
s t a tu s of a syihboL of the chaos and confusion of modem 
c i v i l i z a t i o n . I t a t t r a c t s our a t tent ion to tha t waste 
land in which man only knows, ' a heap of broken images, ' 
S l io t takes the help of different techniques of 
symbolism to communicate his themes successfully. The 
careful ly selected juxtapositioning appears in various 
*orms. The s p i r i t u a l uneasiness experienced by the poet 
at a personal level as also prevail ing in society in 
general finds i t s most concise expression in the following 
l i n e in "Prufrock" : 
Restless nights in one-night cheap ho te l s . 
Even without re - i t e ra t ion l i f e acquires symbolic force 
and compels a t tent ion to the anxiety experienced by a l l of 
us - an anxiety that shocks us into the awareness of 
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s p i r i t u a l disconsolat ion. Without the use of symbolist 
technique E l i o t ' s poems would be bereft of much of t he i r 
compulsive power and most of h is material — objects of 
everyday experience •— would not achieve t h e i r t r a n s -
cendent force and suggestiveness. In most of h i s works, 
plays and poems both, Eliot t r i e s to show the boredom 
and horror that l i e beneath the commonplace and the ugly. 
The best way to do this is to disguise i t in some beaut iful 
symbol. In "Sweeny Agonistes," the boredom and horror, 
according to Helen Gardner, are masked by the instruments 
l i k e telephones, gramophones, cars and a l l the parapher-
n a l i a of pa r t i e s and dr inks. 
With the development of Sl io t as a wr i te r , h i s 
;ymb.ls and images also developed, and he s t a r t ed using 
them with more confidence. As- Smidt'. puts i t "By the 
time he wrote the Four Quartets, the poet had developed 
almost a complete code of symbols with which one has to 
have some famil iar i ty in order to understand and appre-
4 
c i a t e these poems," Now he s tar ted exploring s p i r i t u a l 
l i f e more easi ly with the help of already es tabl ished 
symbols and sometimes by creat ing new symbols. Many 
symbols found in h is works are personal and had t h e i r 
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origin in h is past experiences. The repeated use of 
these incidents for the communication of some deeper 
message, gave them a general va l i d i t y and es tab l i shed them 
as symbols. 
In a grea ter par t of the Four Quartets E l io t 
meditates upon time. In a l l the four poems of the Four 
Quartets there i s an underlying un i ty . "In the Four 
Quartetsy underlying the balance or con t ras t of such 
images as the r i ve r and the sea, the rose and the yew, 
spring and winter, f ros t aand f i r e , there are the grea t 
unifying themes of Time and Eterni ty which are embodied 
in these images and which the four poems attempt to 
5 
reconci le ." 
Here i t i s not a simple meditation on time and 
e te rn i ty but the Chris t ian understanding of time and e t e r -
n i t y . For Chr i s t ians , i t i s the Incarnation which gives 
meaning to human h is tory . 
In Four Quartets with the help of proper images 
and symbols Eliot i s trying to recover the l o s t sense of 
man's sp i r i t ua l p o s s i b i l i t i e s . In "East Coker," El io t has 
presented Chr is t as the 'wounded surgeon' i den t i f i ed by 
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the 'bleeding hands; ' the church Is now a 'dying 
nurse, ' and the world is a hospi ta l where we are lying 
i l l . In ' L i t t l e Gidding* the n a t u r a l i s t i c f i r e becomes 
the Chr is t ian f i r e of purif icat ion and damnation. 
S l i o t ' s symbols are sometimes quite well-known 
and coiTie from anthropology and depth psychology. Other 
symbols, however, are private signs having achieved 
symbolic s t a t e . The symbol of water comes very near to 
E l i o t ' s p r iva te experience as he spent most of h i s c h i l d -
hood near r i v e r s . He said tha t Missouri and the Missi-
s s i p i had made a deeper impression on him than any other 
par t of the world, "Symbolism may be said to be the l ink 
between S l io t ' s a r t and h i s l i f e , or rather the channel 
oy which h i s be l i e f s flowed into h i s poetry and h is poetry 
into h i s b e l i e f s , " 
S l io t has fully exploited the universal symbol of 
water. In 'The Waste Land* he plays with the symbol of 
water, here the meaning coming from i t s absence. As 
water i s a symbol of f e r t i l i t y and l i f e , so the absence of 
water i s suggestive of s t e r i l i t y , death, decay. The 
absence of water gives the images of dryness and decay, 
deser t rocks, dry bones, drought and dryness. All these 
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images give Sl iot a chance to play his game of juxtapo-
sing the beautiful and the ugly. The technique of 
juxtaposit ion helps Eliot in giving an in tens i f ied p ic tu re 
of ugly and hor r ib le . We may say that the drama of The 
Waste Land i s b u i l t upon the contras t of repeated and 
varying symbols of drought and r a i n . 
Just l ike water, Sl iot also plays with the double 
meaning of the basic symbol of f i r e . In 'The Pira Sermon'fiis 
comes as a destroyer and stands for the pure lust of the people 
of the modern age, but in the closing l ines of the f ina l 
section i t s meaning takes a turn and becomes a symbol of 
pur i f ica t ion 
Burning burning burning burning 
0 Lord Thou Pluckest me out 
0 Lord Thou Pluckest 
Some of the important images and symbols in E l i o t ' s 
poems are those of flowers and gardens. The rose i s one 
of the most important images in E l i o t ' s poetry, " E l i o t ' s 
rose garden is nothing l ike the rambling area tha t surrounds 
ar English cottage, but 'The Single Rose/Is now the 
7 Garden." 
Another important image i s that c£ s t a i r s . In the 
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Prufrock group, the image of s t a i r s occurs five t imes. 
Usually s t a i r s symbolise sp i r i t ua l progress or s p i r i t u a l 
degeneration. In 'The Fire Sermon' Eliot uses the 
image of s t a i r s to suggest s p i r i t u a l degradation. When 
the young lover par t s from the typ i s t g i r l , he 
Bestows one-final patronizing k iss 
And gropes h is way, finding the s t a i r s u n l i t . . . 
As already mentioned in the f i r s t chapter the image of 
s t a i r s i s prominent in Ash-Wednesday and suggests spir i tual 
progress. 
Even in h is plays Bliot has used beaut i ful imagery 
and symbols to convey h is themes. In Murder in the 
Cathedral, El iot makes his chorus use the imagery of a l l 
the senses, especial ly that of smell, to express i t s 
awareness of e v i l . 
There i s no res t in the house. There i s no 
res t in the s t r e e t 
I hear r e s t l e s s movement of fee t . And the 
a i r i s heavy and thick 
Thick and heavy the sky. And the ear th 
presses up beneath my f e e t . 
-, What i s the sickly smell, the vapour ? 
Murder in the Cathedral i s a play about the sruggle between 
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the material and the sp i r i tua l s ides of l i f e . Most of 
the characters develop themselves as symbols, Thomas 
Becket and the p r i e s t s are the embodiment of s p i r i t u a l 
side while the Knights and the Tempters are the embodiment 
of material s ide . Sometimes i t appears tha t Thomas i s 
l e s s a man than an embodied a t t i t u d e . 
Thus we see that Eliot has successfully employed 
the symbolist technique in h i s poetry and p lays . The 
dominant mode of communication in E l i o t ' s work i s the 
symbolic. Some of h is most p r iva te and personal images 
thus acquire the transparency of universal symbols. 
Going on from t h i s to some of E l i o t ' s theor ies 
r e l a t i n g to poe t ics , we may b r i e f l y re fe r to h i s view of 
the use of object ive cor re la t ive in ar t in general and then 
see how t h i s theory conditions h i s use of imagery, espe-
c i a l l y what we have chosen to c a l l h i s imagery of awareness. 
"Objective Correlat ive" i s a teirm introduced by 
El io t in his essay on "Hamlet and His Problems" (1919). 
Against a l l expectations, th i s term acquired a currency 
tha t surprised Eliot great ly . What Eliot perhaps wants 
to convey through t h i s term i s tha t i t i s important for a 
wri ter to be precise and compact in order to wri te a grea t 
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piece of l i t e r a t u r e . The use of the object ive co r r e l a t i ve 
i s the technique through which he can achieve t h i s end. I t 
i s the technique which lays emphasis on the fact tha t "The 
only way of expressing emotion in the form of eurt i s by 
finding an 'Objective Cor re l a t i ve ' ; in o ther words a set 
of objects , a s i tua t ion , a chain of events which shal l be 
the formula of tha t pa r t i cu la r emotion," and which wi l l 
evoke the same emotions in the reader . This theory of 
Sl iot has been subjected to severe c r i t i c i sm because most 
c r i t i c s think tha t no object or s i tua t ion i s in i t s e l f a 
"formula" for an emotion. Through t h i s El iot wants to 
emphasise that the main concern of the poet should not be 
so much with thought as with finding ' t h e emotional equ i -
valent of thought. ' Even E l i o t ' s f rus t ra t ion and longing 
found the i r expression in t h i s object ively transmuted form, 
Eliot rejected the romantic p o e t ' s idea tha t the inner 
voice of the a r t i s t , which represents h i s personal i ty , i s 
the most important thing. What he wants to say i s t h a t 
the inner voice i s not al together wrong but i t s d i r ec t 
application to the poetry i s wrong; a poet may l i s t e n to 
inner voice but i t should be communicated through a proper 
objective cor re la t ive . Sliot projects in his "Prufrock" 
the most recurrent theme of the horror of a l i f e without 
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f a i t h , A s imilar scenario i s presented in The Waste 
Land which has been seen through the eyes of T i r e s i a s . 
El io t s t a t e s in a note : "What Ti res ias sees, in fact , 
i s the substance of the poem." The re la t ionsh ip between 
the typ i s t and the clerk points towards the whole idea of 
a degenerate soc ie ty . The incident of the Fisher King 
mentioned here in t h i s poem, presents before us the 
whole panorama of f e r t i l i t y myth through suggestion. What 
could have taken many pages if El io t had t r i e d to explain 
i t d i r ec t ly , took only a few l i ne s through t h i s technique. 
Similar i s the reference to Madame Sosostr is ; the objec-
t i v e presentat ion of her character h ighl ights the vulgar i ty 
of modem c i v i l i s a t i o n , E l i o t ' s aim i s to give the exact ly 
perceived d e t a i l , without comment, and l e t tha t p ic ture 
carry i t s own connotations. The very t i t l e of the poem 
Ash-Wednesday has got sp i r i t ua l connotations because i t 
r e fe rs to a r e l i g ious r i t u a l . Each turning of the s t a i r 
gives us a d i s t i n c t stage of the sp i r i t ua l s t ruggle . By 
implicating Dante's Inferno in h i s poem Eliot i s capable 
of presenting the whole chaotic world and the r e su l t an t 
he l l before h i s readers . 
His theory of objective cor re la t ive reveals the 
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dramatic nature of a l l h is poems because, as he points 
out in h is "Dialogue on Dramatic Poetry, " "we are human 
beings, and in what are we more in te res ted than in human 
action and human a t t i t u d e s , " and through t h i s technique 
he communicates a sense of real l i f e and human ac t ion . 
This i s the theory which helps in bringing coherence and 
vividness in h i s poetry, "Beyond doubt, E l io t des i res 
the order and completeness of c l a s s i ca l poetry. The task 
of the c r i t i c i s to discover an objective author i ty t ha t 
wil lenable the poet to produce such poetry, to escape from 
the expression of personali ty to the expression of something 
more un ive r sa l . " 
The above mentioned completeness of c l a s s i c a l poetry 
c in also be achieved through the medium of t r a d i t i o n , "the 
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common inherl tence" of a l l a r t i s t s , El io t puts great 
emphasis on h is theory of t r ad i t ion and of individual 
t a l e n t . I t cannot be argued that the basic material of 
modem poetry i s nothing but the chaotic world. A great 
deal of t a len t i s required to depict t h i s chaotic world 
with a sense of complete coherence and order, and a wr i t e r 
can do i t successfully if he looks back to h is great t r a d i -
t ion , as most European wri ters did. "The mind of Europe 
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i s a universal mind by v i r tue o- i t s involving a l l the 
philosophy and a l l the ar t of the dead w r i t e r s . Of t h i s 
universal mind t r ad i t ion is the expression. In t h i s l i e s 
the universal qual i ty of t radi t ion, for the co l l e c t i ve mind 
of Europe, with i t s Immense variety of thought, can appeal 
equally to a l l . " S l lo t thln)cs that a wr i te r i s wrong 
if h is sole aim i s to d i f ferent ia te his poetry from that 
of others by disordered expericsent; the greatness of a 
poet l i e s in h is experiment to u t i l i s e whatever mater ial 
he has got for h i s poetry according to the methods recorded 
in t r ad i t i on . He can always introduce some changes which 
su i t h is needs and the needs of his time. 
Another aspect which can be seen as an extent ion of 
I i s theory of t r a d i t i o n , i s his theory of impersonali ty. 
By th i s Eliot means a sort of depersonalization of a r t . I t 
i s , in a way, a continual surrender of the poet for 
something more valuable. "The progress of the a r t i s t i s 
a continual s e l f - sac r i f i ce , a continual ext inct ion of 
personality."•'^^ Eliot i n s i s t s that an a r t i s t as a man who 
i s suffering, should separate himself from the a r t i s t who 
i s going to create something. He says "the more perfect 
the a r t i s t , the more completely separate in him wil l be the 
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man who suffers and the mind which c rea t e s . " I t i s 
often said that in sp i t e of h i s theory of impersonality, 
S l io t has depicted himself in "Frufrock." Sometimes, 
while reading t h i s poem, i t seems that Prufrock i s 
nothing but h i s mouthpiece. To some extent the poet and 
the person are s imilar but El io t also differs from 
Prufrock in the sense that the poet i s aware of the 
s i tua t ion and wants a remedy for i t while Prufrock appears 
to be t o t a l l y ignorant about h i s surroundings; he i s 
unaware of the s p i r i t u a l c r i s i s around him. Thus, we can-
not say tha t Prufrock i s an image of E l io t . In fac t , 
PjTufrock becomes an objective cor re la t ive to show E l i o t ' s 
inner voice. Prufrock does not appear to be a l iv ing 
human being; he has been reduced to a s ta te of mind, 
equivalent to E l i o t ' s inner emotions. Prufrock i s the 
p ic ture of that degenerate society which Eliot wants to 
present before h i s readers. In The Waste Land what we 
find is the poe t ' s personal feel ings and idea3 about the 
modem degenerate society and the sp i r i tua l darkness 
prevail ing a l l over the world. Eliot , however, subtly 
transforms a l l these personal experiences into impersonal 
fac ts by introducing the character of Tires ias , who i s 
ne i ther a man nor a woman but a s ta te of consciousness. 
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El io t , in The Waste Land has changed his pr ivate agony 
into something r ich and strange. 
In a commentary in the Cri ter ion (Oct. 1932) S l io t 
says t ha t " . . . i n the greates t poetry there i s always a 
h in t o£ something behind, something impersonal, something 
in r e l a t i on to which the author has been no more than the 
passive medium." Eliot* s suggestion here about an imper-
sonal order in great poetry i s extremely s igni f icant not 
only in i t s e l f but also from the point of view of our 
present concern here. Elsewhere, Eliot has pointed out 
tha t great poetry i s an attempt to recover the pr imi t ive 
mental i ty; the horror and the ugliness at the hear t of 
immediate personal experience i s what s t i l l survives from 
*:hf^  days when there was no c i v i l i s a t i o n . E l i o t ' s own 
poetry r e t r i eves t h i s primitive consciousness beneath the 
super f ic ia l pol ish of c i v i l i s a t i o n . I t i s in t h i s sense 
tha t i t achieves impersonality. The primitive horror 
at i so la t ion , at the unknown and the uncanny i s what 
E l i o t ' s poetry achieves, par t icular ly through i t s imagery 
of awareness. The images in "Pirufrock" of " r e s t l e s s 
n ights in one night cheap ho te l s , " of lonely men in s h i r t 
s leeves , of s t r e e t s that follow you l ike an ins idious 
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argument, the images elsewhere of turning at the s t a i r s , 
of going down and going up, of the tube t r a in staying 
too long between s ta t ions , of drains tha t cannot be 
cleansed, of horror in the ancient bedroom, e t c . are a l l 
par t of El io t ' s endeavour to shock us into an awareness 
of a different order of experience, the un rea l i t y of 
t h a t which i s famil iar , the impersonality tha t inheres 
in the intensely personal. 
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CHAPTER I I I 
MODES OP AWARENESS IN TOE FAMILY REUNION 
We are s o . . . perverted in every par t 
of our nature that by t h i s great 
corruption we stand j u s t l y condemned 
and convicted before God, to whom 
nothing i s acceptable but r ighteous-
ness, innocence and pur i ty , 
Galvin, I n s t i t u t e s of the Chris t ian 
Rel ig ion. 
The Family Reunion i s Eliot* s Hamlet — perhaps not a 
perfect and sat isfying work of a r t , not a dramatic success, 
but , to use S l i o t ' s own description of Hamlet, ' i n t e r e s -
t ing ' . We may reca l l that in h i s essay on Hamlet Eliot 
rid obliquely suggested that the reason why he thought 
Hamlet was an a r t i s t i c f a i lu re was tha t Shakespeare, in 
t h i s play, had been struggling with some in t r ac t ab le 
material which refused to come to the surface. In Hamlet, 
thought El iot , Shakespeare f a i l ed to give a coherent objec-
t ive form to an emotion that was too personal, and i t i s 
t h i s personal, vaguely autobiographical element in the 
play, that makes i t ' i n t e r e s t i n g ' . The Family Reunion, 
too, i s ' i n t e r e s t i n g ' if we keep the context of E l i o t ' s 
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use of the word in mind. Of a l l S l i o t ' s plays — inc-
luding Murder in the Cathedral — t h i s one i s the most 
c ruc ia l ly re la ted to the core of Sliot* s c rea t ive endea-
vour. That the play i s most intensely, in te res t ing ly 
and del ight fu l ly autobiographical has been exce l len t ly 
brought out in Lyndall Gordon's remarkable recent book, 
Sliot* s New Life (1988) , to which reference has already 
been made. There i s l i t t l e doubt now tha t , h i s theory 
of impersonality notwithstanding, Eliot i s , at the dee-
pest l eve l , one of the most autobiographical poets in 
Snglish. We have already quoted E l i o t ' s own comment on 
The Waste Land (now standing as epigraph at the head of 
the Facsimile edit ion of the poem prepared by the l a t e 
poet* s widow) in which he disclaims any large , impersonal, 
concern in the poem : 'To me i t was only the re l ie f of a 
personal and wholly insignif icant grouse against l i f e . ' 
Lyndall Gordon's recent study as well as her e a r l i e r volume, 
E l i o t ' s Early Years (1977), shows how deeply rooted E l i o t ' s 
work i s in h i s personal ejqjeriences. The evolving pa t t e rn s 
in h i s work acquire depth and relevance from those in h i s 
inner l i f e . 
We may r ight ly remind ourselves at t h i s stage tha t 
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our basic concern in t h i s d isser ta t ion i s with what we 
have preferred to call the theme and imagery of 'aware-
ness ' in The Family Reunion. It i s contended tha t a 
study of the play from th i s point of view wil l bring us 
close not only to i t s core but also to what i s poe t i ca l ly 
most in teres t ing and signif icant in E l i o t ' s work. E l i o t ' s 
re l igion and h i s metaphysical vision are not something 
arrived at through abstract ra t iocinat ion and a r id sche-
matisation : he speaks to us through the immediacy of f e l t 
experience. His e a r l i e s t readers were put off by h i s 
•modernity' . As a matter of fact t h i s ' nodemi ty ' was 
nothing but an attempt to discover the pat tern of u l t imate 
meaning in contemporary phenomena and to communicate to 
the reader the awareness of that pa t te rn . Eliot* s own 
consciousness of the pattern of ult imate s ignif icance in 
the in t rac tab le minutiae of experience made him an 
'outsider* — an intensely private person who wove a 
camouflage of impersonality to hide h is ordeals from 
public gaze. He, nevertheless, speaks to us through h i s 
poetry and plays, and in The Family Reunion he has p r e -
sented the highly personal drama of the 'outsider* with 
h i s special awareness in confl ic t with h i s obtuse social 
group — a society that can make out nothing of the 
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pro tagonis t ' s ' e l e c t i o n ' , h i s choice of a special des-
t iny for himself.^ The drama of the nodes of conscious-
ness and of the pa t te rns of awareness i s the cen t ra l drama 
in The Family Reunion. We wi l l see in what follows tha t 
the theme of awareness, the consciousness of a pat tern 
behind surface r e a l i t y (the rea l iza t ion tha t the horror 
and the glory of everyday experience f i t into an eve r l a s -
t ing scheme of significance) — becomes prominent in t h i s 
play, i s indeed focal ised through schematised discr imina-
t ion among characters though, as we have already-seen, a 
concern with the awareness of the hidden pa t t e rns of 
r e a l i t y had a l l along been expressed in E l i o t ' s poetry 
through the imagery of awareness. There i s , however, one 
difference between El io t ' s poetry and The Family Reunion; 
the poems reg i s t e r E l i o t ' s consciousness of the hidclen patterns 
while the play dramatizes the confl ic t between a person 
with such consciousness and the society which u t t e r l y 
f a i l s to understand him. Thus the play i s bas i ca l ly not 
a n a t u r a l i s t i c drama of individualised characters but a 
kind of Morality which presents , ha l f -a l l egor ica l ly , mental 
a t t i tudes towards exper ient ia l r e a l i t y . 
As we said at the beginning of t h i s chapter. 
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The Family Reunion may be an a r t i s t i c and dramatic 
f a i l u r e but the immediacy of i t s appeal cannot be denied. 
S l io t becomes a grea t ly human poet and the r e a l i t y of h i s 
poetry comes a l ive to us if we approach the play in the 
context of h i s deeply personal and ex i s t en t i a l quest for 
sa lva t ion . It i s , therefore, in te res t ing to place the 
play f i r s t in i t s personal context before we come to 
analyse i t s drama of the modes of awareness and the medi-
ation of t h i s theme through i t s imagery. 
As we have already seen in an e a r l i e r chapter 
(pp. 5-6) , E l io t ' s main quarrel with the humanism of 
some of h i s mentors had centred round h i s conviction t h a t 
:he philosophical outlook of humanism does not take into 
\ccount the phenomenon of the degenerate and corrupt 
nature of man. The Rousseauesque myth of human perfec-
t i b i l i t y was contrary to the fac t s of human experience. 
The Unitarian ism into which Eliot was bom, too, l e f t him 
cold since i t took a very superf ic ia l view of the fact of 
evi l and s in . I t was only t r ad i t i ona l Chr i s t i an i ty , 
spec ia l ly , i t s Pauline and Calv in i s t i c insis tence on 
the c o r r u p t i b i l i t y of the f lesh, that appealed to El io t ' s 
ingrained puritanism. It i s d i f f i cu l t to disagree with 
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Ms Gordon when she contends that the New England p u r i t a -
nism of S l i o t ' s American background cons t i t u t e s the subs-
tance not only of h is early poetry but also suffuses the 
tex ture of a play l i k e The Family Reunion where the r ind 
of the English coitiedy of manners hides the core of the 
New England pur i tan ica l conscience (Gordon, p,84) . S l i o t ' s 
in t rospect ive awareness of sin and h i s obsessive preoccu-
pation with degeneration, decay and death were in t ens i f i ed , 
during The Waste Land phase, by his unhappy marriage and 
h i s years with Vivienne. His moving away from h i s ear ly 
agnosticism towards Chr is t ian i ty helped him recover h i s 
sani ty and inner coherence. Not only as a poet but also 
as a person — as the man who suffers and not only as the 
>et who crea tes — Eliot discovered in the via neqat iva 
of medieval, mystical, Chris t iani ty the only way out of 
the morass of the waste land., Sliot rea l ized tha t Cruci -
fixion — the comer-s tone of the edif ice of the Chr i s t ian 
dogma — was a recurrent r ea l i ty and not a once-ocurring 
h i s t o r i c a l phenomenon. Incarnation or the Divine in human 
or the t imeless in the temporal i s also a recurr ing pheno-
menon. He f e l t himself to have been 'elected* and to 
suffer that time may be redeemed. He was thus led to 
va l ida te the Christ ian dogma of or ig inal sin through 
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h i s own awareness of the meaning of ejqserience. 
Redemption could come to Eliot through na tura l , 
regenerative love. Life with Vivienne was a nightmare, 
but memories kept on coming back from early youth of an 
almost paradisal experience of ' f r iendship ' and 'under-
standing' (there was nothing 'physical ' about the r e l a -
tionship) . Emily Hale, a family friend and, l a t e r , a 
college teacher of dramatics, had been known to El iot 
since h i s early days. IXaring the years of separation 
from Vivienne — in the l a t e twenties and the ear ly 
t h i r t i e s -- nobody belonging to the inner c i r c l e of 
E l i o t ' s fr iends and acquaintances would have been sur-
prised to find Eliot engaged in legal proceedings to 
obtain divorce, and then married to Emily Hale. The 
High Anglicanism of Eliot ' s new fa i th , however, precluded 
the poss ib i l i ty of divorce. Emily Hale could not, t h e r e -
fore, be assigned any other role except that of wai t ing. 
I t may be mentioned in passing that E l i o t ' s family in 
America — who had been extremely unhappy at E l i o t ' s 
impetuous marriage with Vivienne — would have been only 
too happy with Eliot returning to the fold and ge t t ing 
married to Emily Hale. 
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Eliot , as we know, never married her . However, 
they met each other during Emily* s v i s i t to England and, 
in 1933-34, during E l i o t ' s v i s i t to the United S ta t e s . 
•New Hampshire' in Landscapes, the opening passage of 
Burnt Norton and an early draft of the scene between Mary 
and Harry in The Family Reunion are a l l strong evidences 
of E l i o t ' s intense feel ing for Emily Hale. During a l l 
these years El iot explored the poss ib i l i t i e s of regenera-
t ion through natural love. The experience of romantic 
love had always appeared to Eliot to open a way into a 
rose-garden — but i t was a passage that El iot never took. 
What came back to him again and again was the r e a l i t y of 
sin and the nightmarish years with Vivienne. There was 
4. ;elf"pity in a l l t h i s : E l i o t ' s g i f t for introspect ion 
aud se l f -analys is was too good for t h a t . He was haunted, 
l i k e Harry, by h i s own possible gu i l t in h i s dealings 
with h is f i r s t wife, and he was surprised at the discovery 
of h i s own p o t e n t i a l i t y for violence. He knew tha t the 
age-old rhythm of human l i f e — love and marriage and 
procreation — was now not for him. He also knew tha t he 
was being pursued — by the Furies of divine vengeance. 
The real iza t ion was deep in E l i o t ' s mind tha t he could not 
now return to an untarnished self . His vision — part 
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of h i s New England Puri tanical her i tage — of the t a i n t 
of f lesh reaching down to the marrow was too c l ea r and 
intense for him to return to natural love . E l i o t ' s ideal 
self went on to explore the p o s s i b i l i t i e s of the Chr is t ian 
way of negation. I t i s in te res t ing to r eca l l here tha t 
when, during rehearsals , the actor playing the ro le of 
Harry in The Family Reunion p e r s i s t e n t l y asked S l io t 
what happened to Harry at the end when he l e f t Wishwood, 
El iot repl ied that he went to work among the poor in the 
East End. This was said in order to sa t i s fy the c u r i o -
s i ty of an actor . In r ea l i t y , Eliot was too close to the 
c rea ture of h i s imagination to know the answer. 
The fac t s of E l i o t ' s biography out l ined above show 
low close these are to the substance of The Family Reunion. 
The autobiographical element was recognised without any 
d i f f i cu l ty by those who were close to E l i o t . Vi rg in ia 
Woolf at once ident i f ied 31iot-Harry as ' t h e chief poker' 
in the play. Comnienting on an early draft of the play, 
Emily Hale s ignif icant ly asked Eliot to revise the ro le of 
Mary and give her drama more prominence. (Sl iot re jec ted 
the advice and, in fact , toned down her ro le to transform 
her only into ' a waiter and watcher* .) Sl iot put into 
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the character of Harry the sa l ien t f ea tu res of h i s inner 
biography; there i s l i t t l e doubt that Harry i s 31iot , 
I t i s t h i s special character of the play tha t lends i t an 
extraordinary immediacy of appeal. I t i s here tha t El io t 
has most s ignif icant ly object i f ied the essence of h i s 
crea t ive consciousness — the awareness of the i n d i s t i n c t 
and the unfamiliar in the minutiae of everyday d i s t i n c t i o n s . 
I t i s / as we have already pointed out, t h i s special mode 
of awareness that makes 31iot-Harry an ' o u t s i d e r ' 
someone who has seen too deeply and experienced r e a l i t y in 
a l l i t s nakedness to be able to return to normal l i f e in 
an ordinary way. Awareness e n t a i l s unawareness, and 
insight brings obtuseness into sharp focus. A conf l i c t 
oetween the two is natural , and i t i s E l io t ' s na tu ra l con-
f l i c t with h i s society that cons t i tu t e s the substance of 
The Family Reunion. The play brings in to public view tha t 
side of his ideal self which was most precious to him in 
h i s spirituad s t ruggle . 
I I 
With some knowledge of i t s autobiographical charac ter 
we can now return to the play to analyse at some length 
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i t s drama of the modes of awareness. 
The core of the play l i e s in the impingement of 
Harry as the 'outsider* on an obtuse society. Harry 's 
special mode of awareness i s refracted from the varying 
react ions of the remaining characters in the play. The 
focus throughout remains on Hariry — what he has been 
doing while away from the family, h i s marriage, the death 
of h i s wife, h i s possible future plans and what he actual ly 
decides to do at the end. We have already seen how Eliot 
had rejected a suggestion from Emily Hale, h i s American 
fr iend, regarding Mary' s ro l e . She wanted grea te r s a l i -
ence to be given to Mary' s drama — possibly how she suf-
fers at being rejeicted by Harry. (Sl iot did give sal ience 
Lij the role of Harry* s mother so much so tha t El iot thought 
in retrospect that Amy was the only deeply human character 
in the play.) 
The suggestion above that the society to which Harry 
re turns at Wishwood i s obtuse and f a i l s to understand him 
i s a s l ight d i s tor t ion of the f ac t s . Those who are at 
Wishwood or come to i t during the course of the play are 
not a homogenous group. At the bottom in the scale of 
percipience are the uncles Charles and Gerald, the aunts 
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Ivy and Viol at , and the absent brothers Arthur and John. 
We will comment on t h e i r special kind of impercipience in 
a l a t e r section of t h i s chapter; i t may suffice at t h i s 
stage to say tha t they are characters derived from the 
ordinary English comedy of manners — smug and self-comp-
lacent , endowed with the milder social v ices , and t o t a l l y 
unaware of the choice they have made In l i f e or even of 
the fact that they made any choice at a l l . Amy i s d i f f e -
rent : she i s an exceptionally •organised* person. She 
i s conscious of the choice she has made : she has excel -
l e n t l y organised l i f e at Wishwood in accordance with her 
l imited percijbience. She is a more conscious being than 
her s i s t e r s or brothers- in-law. She i s a t r u ly t r a g i c 
f igure since the ' t rap* she has so careful ly l a i d for 
her son f a i l s in the end to res t ra in him. Dr Warburton, 
too, f a i l s to understand Harry and h is problems. His 
impercipience, however, i s of a special kind; h a l f - a l l e g o -
r i c a l l y , he represents modem science, specia l ly psychology, 
which makes guesses at problems which by i t s very nature it 
i s precluded from understanding. 
Mary, Downing and Agatha are the three charac ters 
in the play who have an understanding of Harry's special 
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destiny — though they, too, are excluded from p a r t i c i -
pating in i t except as guardians, wai ters and watchers. 
Mary, in accordance with Amy' s wishes, would have l iked 
to change Harry' s destiny, but — as we shall l a t e r see in 
some de ta i l — her inab i l i ty at f i r s t to see the Furies 
sea l s her own des t iny . Downing, the Apollo of the 
Orestes myth, i s Harry 's protecting angel guiding him along 
as the l a t t e r ' s r e l e n t l e s s destiny unfolds i t s e l f . Agatha, 
the most important character in the play after Harry, i s 
hardly a 'character* inspi te of her n a t u r a l i s t i c a l l y con-
ceived ro le as the Principal of a Vfomen' s College and as 
Amy* s s i s t e r and her r i v a l . She i s both l e s s and more 
than a character : she i s a ' vo ice ' as well as the p l a y ' s 
consciousness congealed. She i s the one in the play who 
helps Harry in l inking h i s own personal gu i l t v/ith the 
inher i ted g u i l t in the family. She accelerates the pro-
cess of Harry' s growing awareness and encourages him to 
accept h i s dest iny. 
I l l 
The range of symbolic reference in the p l ay ' s poetry 
has led the c r i t i c s to interpret Harry's dilemma at different 
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l e v e l s — psychological, anthropological, mythological 
and r e l i g ious . There i s no denying the fact tha t a l l 
such implications are, in some way or other , present in 
the t e x t . The Christ ian undertones of Harry' s destiny — 
h i s choice of a version of the via neqativa — are exten-
ded in scope and reinforced through the de l ibera te p a r a l -
le l i sms with the Aeschylian t r i l o g y . The mythological 
i s subsumed under the re l ig ious , o r ra ther the mythological 
i s made to serve as pa ra l l e l to the pattern of r e l i g ious 
experience cons t i tu t ing the substance of the p lay . 
Much above the level of Harry' s consciousness in the 
play or the consciousness of any other character there i s 
the poe t ' s consciousness revealed, for example, through 
the mythological p a r a l l e l . The dramatist seelcs to iden-
t i f y , for the well-informed spectator, Harry with Orestes . 
The ident i f ica t ion i s made patent ly c lea r by the in t roduc-
t ion into the play of the Aeschylian Puries/Su men ides . 
Another patent evidence of the ident i f ica t ion of Harry 
with Orestes i s the reference in the play to ' t h e curse ' 
on the family. The curse on the House of Monchensey i s 
p a r a l l e l to the one on the House of Pelops. There i s 
reason to believe that Eliot took keen in te res t in t h i s 
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ancient story of sin and expiation and, in the l i g h t of 
modem researches in comparative rel igion and anthropology, 
found in t h i s myth a paradigm of the Christ ian dogma of 
the Pal l and Crucifixion just as in The Waste Land he 
had used f e r t i l i t y myths and r i t u a l s as analogues fo r s p i -
r i t u a l experiences. 
The story of the curse on the House of Pelops i s 
indeed a t a l e of sin and crime. S l io t ' s preoccupation 
with human sinfulness and corruption was so pervasive and 
strong tha t t h i s t a l e of incest, murder and cannibalism 
must have strucX a familiar note in h i s inner being. I t 
would not be out of place here to give the s tory in the 
b r ie f i e s t ou t l ine . 
The story begins with the betrayal of Myrti lus by 
Pelops who invoked a curse on the l a t t e r ' s house. The 
curse manifested i t s e l f in the l ives of Pelop* s sons : 
At reus and Thyestus. The l a t t e r seduced the former* s 
wife; in revenge Atreus ki l led Thyestus* chi ldren and 
served the i r f lesh as food to the i r fa ther . The l a t t e r 
f l ed in horror and invoked a curse on the House of Atreus. 
Later , Thyestus married his own daughter Pelopia who bore 
him a son cal led Aegisthus. Aegisthus was brought up by 
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h i s uncle Atreus who sent him to k i l l h i s own fa ther 
Thyestus. The l a t t e r , however, recognised him, and toge-
ther they k i l l ed Atreus. Aegisthus then seduced Clytem-
nes t ra , the wife of Agamemnon who was the son of Atreus, 
Together — as we know from Homer — they k i l l e d Agamemnon, 
In turn, Orestes and Slectra, Agamemnon' s children from 
Glytemnestra, committed matricide. • Aegisthus too , was 
k i l l e d . 
I t i s at t h i s point that the Aeschylean t r i l ogy 
takes up the story. The f i r s t play of the t r i l ogy , the 
Agamemnon, deals with the murder of Agamemnon by h i s wife 
and her lover. The Choephoroe, the second play, drama-
t i s e s the story of the murder of Clytemnestra by her ch i ld -
ren.. I t i s at the end of t h i s play that the Furies — 
the goddesses of revenge — appear and begin to pursue 
Orestes for the crime of matricide. In the l a s t play of 
the t r i logy , the Sumenides, Apollo advises Orestes to go 
to Pal las Athene. Orestes obeys him and appears before 
the t r ibunal of judges. Athene* s cast ing vote saves 
Orestes and, as a r e su l t , the Furies are transformed into 
the Sumenides — the kindly or gracious ones. 
It is quite obvious from the above summary of. the 
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story that Sliot has not sought to es tab l i sh any very 
elaborate paral le l isms between h i s play and the Ores te ia . 
I t i s only in the essen t ia l s tha t the analogue opera tes , 
and the essen t ia l s comprise the crime, the curse and the 
expiat ion. I t i s important to remember tha t the curse i s 
not personal but inher i ted . Orestes ' matr icide i s par t 
of a larger pattern : he was doomed from the beginning to 
commit the crime, the or ig ins lying fa r back in the past 
— in Myrtilus* curse on Pelops and Thyestus' curse on 
Atreus and h is house. In E l io t ' s play the pro tagonis t ' s 
crime i s not matricide though, as the c r i t i c s never f a i l 
to point out, Harry i s ind i rec t ly responsible fo r k i l l i n g 
h i s mother at the end. However, i t i s not matr icide for 
which Harry i s pursued by the Furies . They appear a f te r 
the death of h i s wife. In teres t ingly , Eliot adopts a 
more sophisticated version of h i s protagonis t ' s g u i l t . 
Instead of actual, unambiguous murder, he involves Harry 
in doubt about the extent of h i s actual crime. Harry 
suspects that he pushed her overboard but she as well 
might have drowned herself since she had already expressed 
the desire to commit suicide. In any case, Harry ' s inten-
t ion to k i l l her was def in i te ly the re , Ihtention i s as 
good as the actual accomplishment of crimg^^^'STis-'-ci-t^'ro^; 
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moreover, i s not jus t personal. Agatha's account of 
what had happened pr ior to Harry's b i r t h — h i s f a t h e r ' s 
attempt to k i l l him in h is mother' s womb — makes him 
r e a l i z e that (in Mary's incantatory words at the end) 
A curse i s written 
On the under side of things 
Behind the smiling mirror 
And behind the smiling moon.^ 
I t i s now c l ea r tha t the idea of the curse, derived by 
El io t from the Oresteia, i s an attempt on h i s pa r t to 
subvert the humanistic values — the creed tha t he had 
long back re jec ted . Evil and corruption are ingrained in 
human nature and inheri ted from generation to generat ion, 
^'^>e nature of l i f e , world and time i s such tha t redemption 
i s not possible within the i r purview. How may the curse 
be l i f t e d and the Furies — the external embodiment of the 
sense of gu i l t that gnaws inward — prop i t i a t ed i s the 
cen t ra l concern in the play. In the f ina l play of the 
Aeschylean t r i l ogy , Pal las Athene c a s t s her vote in Ores tes ' 
favour. She also succeeds in placat ing the 5\aries by 
promising them a permanent abode in Athens. The Fur ies 
are thus prop i t i a ted and transformed into ' t h e Gracious 
Ones' . C r i t i c s have interpreted t h i s change in var ious 
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ways but what Sl iot perhaps saw in Aeschylus was a sym-
bol ic version of the idea tha t s p i r i t u a l wisdom (= Pa l las 
Athene) consis ts in giving due recognition to our gnawing 
sense of gu i l t (= Furies) . Only through an awareness of 
the Furies, that i s , through a knowledge of our sinful 
human destiny, can the burning f i r e of he l l be transformed 
into purgatorial flames. 'Sin i s behovely' , as Jul ian of 
Norwich said In the fourteenth century. 
Thus we see that the mythological — a peirt of the 
p l a y ' s to t a l consciousness though not an element in Harry 's 
awareness as he i s only a par t of the t o t a l design — i s 
subsumed under the r e l ig ious . Similar i s the case with 
the anthropological and psychological elements in the play, 
I • •' .svf'hological theme operates at two l e v e l s . On the 
one hand, there i s the psychological s t a t e of Harry' s 
obsession with g u i l t . 'My Lordship i s psychic ' , as 
Etowning says at one stage in the play. Dr. Warburton-
i s t ac t fu l ly invited to Amy' s birthday dinner. The family 
general ly adopt a psychological approach to Harry* s prob-
lem : Harry i s obsessed with gu i l t because of childhood 
' r ep re s s ion ' . A session with Dr. Warburton would bring 
the repression to l igh t and cure Harry of h i s ' po s se s s ion ' . 
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Another psychological theme in the play r e l a t e s to 
Harry's ' fantasy ' about the Fur ies . They are a pro-
jection of Harry's in fan t i l e complexes and present f e a r s . 
Sl iot introduces the two psychological themes in the play 
in order to f ina l ly re jec t them. Modem psychology, so 
Sl io t would seem to say, i s grossly inadequate in presen-
t ing us with a solution and cure for s p i r i t u a l ai lments . 
We will see in our f ina l chapter how the play' s imagery 
of awareness, special ly that r e l a t ing to f i l t h and 
corruption, suggests that the malady l i e s much deeper 
and cannot be approached with the help of psychological 
t o o l s . Psychology i s inadequate because i t i s not whol-
l i s t i c and f a i l s to take into account the r e l i g ious dimen-
.U" . of experience. The Furies are not ' f a n t a s i e s ' and 
a product of Hcirry* s overworked brain but object ive 
r e a l i t i e s whose presence must be recognised. They are 
real because sin i s r e a l . 
IV 
The anthropological dimension in the play i s equally 
important though l i ke the mythological and the psychological 
ingredients of the play, the anthropological element too i s 
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subsumed under the centra l concern of the play — the 
r e l i g i o u s . The anthropological study of the ear ly , p re -
Chr is t ian , re l ig ions of the near 2ast had brought out the 
provenance of the myth of the hanged god in them. I t had 
been revealed that the psychological s t a t e of mind tha t 
envisaged the bur ia l of the dead god underground as gua-
ranteeing the return of spring and f e r t i l i t y to the so i l 
was qui te widespread in the regions that were l a t e r to 
witness the r i s e of Chr i s t i an i ty . The myth derived i t s 
s trength from sympathetic magic, and was c lose ly r e l a t ed 
to the rhythm of natural l i f e . The search for a scape-
goat, moreover, as a means of se l f -pur i f ica t ion i s u n i -
versa l , and i s an important element even in today' s c i v i -
l i s e d l i f e . I t i s in view of the potency of the myth of 
Che hanged god and of the scapegoat that El iot introduces 
the undercurrent of the anthropological in the play. 
However, i t i s to be noted that the anthropological 
theme i s not allowed by Eliot to come to the surface as 
i t did in The Waste Land. I t would perhaps have caused 
unnecessary complications. Nevertheless, the anthropo-
logical theme i s ce r ta in ly present in the play. Harry i s 
obviously the scapegoat who must be sacrif iced so that the 
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deeper l i f e oE the family may be rejuvenated. Amy has 
planned her son to take the position of the head of the 
family so that the day-to-day affa i rs of the household 
may be disposed of. Her planning has been meticulous : 
she has indeed made an attempt to a r res t the course of 
change. She has always lived in se r ia l time and she 
f a i l s to recognise any other dimension of e j^er ience . 
She also f a i l s to see that the family — the society — 
over which she presides i s rotten to the core. I t i s 
Harry and Agatha who perceive the t ru th and the need for 
sac r i f i ce . As Agatha t e l l s Harry : 
I t i s possible 
You are the consciousness of your 
unhappy family. 
Its b i rd sent flying through the 
purgatorial flame. 
Indeed i t i s possible. You may learn 
hereaf ter . 
Moving alone through flames of ice , chosen 
To resolve the enchantment under which 
we suffer . 
( p . 333 ) 
I t i s apparent from above as well as from the dest iny tha t 
Harry chooses for himself that the re l ig ious theme of 
atonement fuses into and gets reinforcement from the 
83 
anthropological theme of the Scapegoat. Anthropology and 
Comparative Religion — the chief enemies of dogmatic 
rel igion — are thus subverted and made to serve the cause 
of the Christian way of Negation and the asce t ic l i f e . 
In t h i s section we saw how the mythological, the 
psychological and the anthropological are unif ied with the 
re l ig ious to serve as parts of the t o t a l consciousness of 
the play, an awareness available to us as specta tors but 
not to any of the characters of the play. There i s no 
doubt that we, too, achieve t h i s fu l l consciousness of the 
play* s design as the characters, chief ly Harry, s t ruggle 
through the i r pa r t i a l awareness to reach the f ina l meaning. 
We "VDve with Harry and see r e a l i t y as he does but at no 
-•' -«5e m the play does he, as we do, see the various para-
l l e l s and analogues discussed above. In the next section 
we seek to enter h is consciousness, t race h i s stiruggle and 
see things as he sees them. We wi l l thus be able to 
acquire some idea of the discrepant awarenesses of the dif-
ferent characters and the drama proceeding therefrom. 
V 
There is l i t t l e doubt that Harry as a character i s 
84 
dist inguished by tha nature of h is consciousness, h i s 
special Icind of awareness that i so la t e s hitn from the r e s t 
of the dramatis personae. I t was not for nothing that 
we described him e a r l i e r as S l i o t ' s Outsider and The 
Family Reunion as E l i o t ' s Hamlet, The d i s t i n c t i v e mark 
of Hamlet in Shakespeare's play i s h i s i sola t ion and the 
special nature of h i s consciousness. The remaining cha-
r a c t e r s — Claudius, Gertrude, Polonius, Laertes e t c . — 
are a l l Insiders in the sense that they have accepted l i f e 
as they find i t . They have a l l entered the game, observe 
i t s ru le and play i t with varying degree of gusto . Only 
Hamlet has regis tered h i s great refusal . Wilson Knight 
3 f inds him touched with death-consciousness, and L.C, 
Knights character ises him as infected with evi l -consc ious-
ness . The t a in t of corruption has entered h i s soul and 
su l l i ed h is consciousness. 
Harry, l ike Hamlet, is a man who has los t h i s moo-
rings in common l i f e , and t h i s mainly because of a sense 
of gu i l t that i s gnawing away the core of h is s p i r i t u a l 
being. Hamlet's isolat ion had s tar ted with the discovery 
of his uncle* s crime and his mother's marriage. There was 
nothing in his own actions that had led him to h i s corroding 
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sense of corruption and evi l . Hov/ever, he had genera-
l i s e d from his unc le ' s crime and his mother's g u i l t to 
include himself as well as Ophelia in universal corrup-
t i o n . Harry's case i s s l ight ly d i f ferent . His years 
abroad with h is wife, h is unhappy marriage, the des i re to 
k i l l h i s wife, the awareness of h is own la ten t violence, 
and then the 'accident ' on board the ship ( 'and then 
I pushed her over') , a l l these have created in him a 
powerful sense of gu i l t — expressed, ind i rec t ly , in the 
very f i r s t words u t t e red by him on h i s return to Wishwood: 
How can you s i t in t h i s blaze of l i gh t 
for a l l the world to look at ? 
If you knew how you looked, when I saw 
you through the window 1 
Do you l i k e to be stared at by eyes 
through a window ? 
( p . 291 ) 
'Blaze of l i g h t ' , 'window' and 'eyes ' are the key-
words here and in te res t ing in psychological terms. They 
re f lec t the condition of a guil t-r idden consciousness. 
A gulf divides Harry from his family (except Agatha — 
as we shall soon see) . Vlhst separates him from them are 
the Furies — the objective manifestation of Harry 's 
awareness of s in. (E. Martin Bro',^ me wroncjly thought that 
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the ?uries should not be v i s ib le to the audience. Lyndall 
Gordon points out — p, 67 — that in the 1978 London 
production the Furies had a shat ter ing impact on the audi-
ence, appearing on each exit door of the thea t re with 
ja r r ing noise.) I t i s the Furies tha t make Harry an 
outs ider : 
Harry. Look there, look there : do you 
see them ? 
Gerald. No, I don't see anyone about. 
( p . 291 ) 
Harry i s puzzled by the sudden appearance of the Fur ies at 
Wishwood : 
Why should they wait u n t i l I came back 
to Wishwood ? 
There were a thousand places where I 
might have met them '. 
Why here ? Why here ? 
( p. 292 ) 
The obvious answer i s that with h i s special awareness of 
the ta in ted nature of existence he cannot now return to an 
untarnished self : the ta in t has reached the marrow. We 
must quote at length the haunting passage where Harry 
gives expression to h is pervasive sense of corruption : 
You do not know 
The noxious smell untraceable in the drains , 
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Inaccessible to the plumbars, that has 
i t s hour of the night ; you do not know 
The unspoken voice o£ sorrow in the ancient 
bed-room 
At three o'clock in the morning. . . 
. . . I am the old house 
With the noxious smell and the sorrow before 
morning. 
In which a l l past i s present, a l l degradation 
Is unredeemable. 
( pp. 293-94 ) 
Harry makes a d is t inc t ion between external event and inner, 
sp i r i t ua l , happening. The l a t t e r amounts to an awakening 
•to the nightmare' . I t i s not the 'event ' of h i s wi fe ' s 
drowning — as reported In the papers — tha t matters but 
the s t a te of h i s mind, his awareness, tha t u l t imate ly led 
to i t : 
The pa r t i a l anaesthesia of suffering 
without feel ing 
And pa r t i a l observation of- one' s own 
automatism 
While the slow stain sinks deeper through 
the skin 
Tainting the flesh and discolouring the 
bone — 
This is what matters, but i t i s unspeakable. 
Untranslatable. 
( p . 294 ) 
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That S l i o t ' s play i s not a dramatisation oE the conf l ic t 
of wi l l s , as in ordinary drama, but the "presentation of 
discrepant awarenesses in confl ic t with each other i s 
apparent from the fact that Charles, l i k e o thers , misunder-
stands Harry when the l a t t e r re fers to h is k i l l i n g of h i s 
wife. He a t t r i bu t e s Harry's anguish to h i s uneasy cons-
cience. Harry at once t r i e s to make himself understood : 
I t goes a good deal deeper 
Than what people ca l l t h e i r conscience; 
i t i s just the cancer 
That eats away the s e l f . . . . 
. . . I t i s not my conscience 
Not my mind, that i s diseased, but the 
world I have to l i v e in . 
( p . 295 ) 
A'e said just now that Harry t r i e s to make himself under-
stood. Actually he f a i l s to do so. Understanding does 
not only proceed from in t e l l ec t ; at the deepest l eve l , i t 
i s a matter of sp i r i t ua l sympathy. His family i s denied 
the special awareness that has turned Harry into an Out-
s ider . 
Mary symbolises the poss ib i l i ty of a l a t e spring in 
Harry's l i f e . On the simple dramatic plane, Mary i s 
Harry' s childhood friend whom he could marry now tha t h i s 
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wife is -iead. On the atitobiographical l eve l , she has 
been iden t i f i e i with Smily Hale, a family-friend of S l i o t ' s 
whom Eliot saw frequently after the disruption of h i s mar-
r iage with Vivienne. 
Lyndall Gordon points out (p.80) tha t , l i k e Emily, 
Mary performs the ro le of a waiting woman, no longer young, 
with close t i e s to the hero* s family and a poss ib le choice 
for the hero. In the play, Mar^ ' represents the p o s s i b i l i t y 
of renewal in Harry' s l i f e through natural love. I t i s 
In teres t ing to note tha t , as Lyndall Gordon poin ts out 
(p.81) , the f i r s t scene of the play to be drafted by 
Eliot (in 19 34-35) was the one in which Mary of fers new 
hope to Harry — soon after or at the time of Emily Hale' s 
v i j i t to England in 1934-35. It has also been pointed 
out that the opening l ines of Burnt Norton, the scene of 
a door opening into a garden of love, had i t s o r ig in in 
the early draft of the play. In Burnt Norton, however, 
the woman i s faceless , without an ident i ty and subsumed in 
the plural 'we' . 
Mary can bring about a renewal in Harry' s l i f e ; 
the poss ib i l i ty of redemption through natural love i s t he re . 
Moreover, sha does have something in common with Harry — 
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a shared past . Together they reca l l t h e i r childhood 
days (Part I, Sc.lt) , soon, however, Harry points out 
tha t there i s a region of experience where Mary cannot 
keep him company. She has no knowledge of the he l l tha t 
he has inhabited, the damnation tha t he has experienced. 
Harry makes an effor t to indicate the gulf tha t divides 
him from his childhood companion. 
One thing you cannot know : 
The sudden extinction of every a l t e r n a t i v e . 
The unexpected crash of the iron c a t a r a c t . 
You do not know what hope i s , u n t i l you have 
l o s t i t . 
You only know what i t i s not to hope : 
You do not know what i t i s to have hope taken 
from you. 
Or to f l ing i t away, to join the legion of 
the hopeless 
Unrecognised by other men, though sometimes 
by each o ther . 
( p . 307 ) 
Por Mary such a mental s ta te i s only a hypothesis which 
she will ingly accepts though she herself has never experi-
enced i t . However, she pointedly refers to the poss ib i -
l i t y of the renewal of hope on Harry 's par t ; otherwise, 
why should he have returned to Wishwood. 
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You hoped for something, in coming back 
to Wishwood, 
or you would not have come. 
( p. 308 ) 
She h i n t s at t h e p o s s i b i l i t y of an inner change in Harry . 
Gould he not prepare himself again fo r l i f e a t Wishwood ? 
The rep ly t h a t Harry makes to Mary b r i n g s out h i s dilemma 
c l e a r l y : 
Something Ins ide me, you t h ink , t h a t 
can be a l t e r e d 1 
And here , indeed I Where I have f e l t them 
n e a r me. 
Here and here and here — Wherever I air 
not l ook ing . 
Always f l i cke r ing at t he c o m e r of my eye. 
Almost whispering j u s t out of earshot — 
And in s ide too , in the n i g h t l y panic 
Of dreaming d i s s o l u t i o n . You do not know. 
You cannot know, you cannot unders tand . 
( p . 308 ) 
The dilemma i s acute s ince Mary r e p r e s e n t s an op t ion t h a t 
could have saved and in a sense redeemed Harry : 
You br ing me news 
Of a door t h a t opens at the end of a 
c o r r i d o r . 
Sunlight and singing; when I had f e l t 
sure 
92 
That every corridor only led to another. 
Or to a blank wall; tha t I kept moving 
Only so as not to stay s t i l l . Singing 
and l i g h t . 
( p . 310 ) 
I t i s at t h i s crucial moment tha t the Furies appear again. 
Mary' s i nab i l i t y to sea them seals her doom. Harry* s 
choice i s made. Though as yet he does not know wherein 
h is salvation lay, he is sure that the door Mary seemed to 
open i s f ina l ly and irrevocably shut. In the drama that 
i s acted out before us in the second scene of par t I, we 
see the entanglement of varying degrees of awareness of 
l i f e and experience. In spi te of the h in t s of "pulsating 
l i f e " that Mary brings into Harry 's consciousness, she 
i s rejacted because she has no awareness of "the world 
around the comer", the spectres that make Harry 's return 
to 'normalcy' impossible. 
Agatha, the other beneficent v/oman in the play, i s 
more of a dramatic device than a 'character ' in the o r d i -
nary sense of the word. To regard her as such would 
explain why most c r i t i c s have found her unsat is factory as 
a round character in her own r i g h t . She i s not a par t of 
the drama of discrepant aw^irene^ses in the play since she 
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already inhabits the sp i r i tua l world to which Harry i s 
a new ent rant . Indeed she guides Harry through the mazes 
of the world of experience which he cannot fu l ly compre-
hend. That she is different from the res t of the members 
of Amy' s fold i s apparent in the opening scene of the play. 
Her awareness of time i s diametrically opposite to tha t 
of Amy. While Amy exis ts only in time as succession, or 
in s e r i a l time, without cont inu i t ies , Agatha's awareness 
of time may be described as duration. She i s used by 
31 lo t to project into the play a view of time which i s 
based on the idea of sim.ultaneity. Contrary to Amy' s 
assumption that Harry, now that h i s wife i s dead and h i s 
past with her buried, can make a new s t a r t , Agatha b e l l -
eves that the past cannot be so eas i ly discarded : 
. . . because everything i s irrevocable. 
Because the past i s irremediable. 
Because the future can only be b u i l t . 
Upon the real past . 
( p . 288 ) 
Agatha is already aware, even before Harry's a r r i v a l , t ha t 
Harry on his return will have to confront, and come to 
terms with, his buried selves. He will have to face the 
spectres embodying not only his O'/m past but tha t of h is 
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family as wel l . She i s al ive to the world of v i t a l ' 
s p i r i t u a l i t y ; 
. . . the world around the comer 
The wind' s t a lk in the dry ho l l y - t r e e 
The inc l ina t ion of the moon 
The a t t r ac t ion of the _dark passage 
The paw under the door. 
( p . 290 ) 
As Grover Smith has r igh t ly pointed out (p. 197) she i s 
the guardian of the threshold of the world that Harry i s 
about to en ter . When he recounts h i s experience in scene 
I, her advice to him i s : "There i s more to understand : 
hold fas t to that/As the way to freedom," The meaning 
and purpose of Harry* s drama would remain obscure if she 
were not there to c l a r i fy the i s sues . I t i s in t h i s 
sense tha t we described her e a r l i e r as more of a dramatic 
device than a charac te r . While dealing with the autobio-
graphical element in the play we followed the vast mojority 
of c r i t i c s in identifying Harry with El io t , We have also 
seen tha t the Harry-consciousness in the play i s not the 
equivalent of the t o t a l design of the play; the design i s 
obviously l a rge r than Harry-consciousness. 5^uch of t h i s 
l a rge r design, however, i s brought into l i g h t through 
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Agatha' s coininents. She seems to have a foreboding of the 
future perhaps because of her knowledge of the l a rge r 
design. In Fart I, Scene 11/ for example, she seems to 
have foreseen the outcome of Harry* s encounter with Mary 
since she t e l l s her tha t 'The decision wi l l be made by 
powers beyond us/Which now and then emerge. . . ' She c l ea r ly 
has an idea of the ro le of the Furies in deciding the f a t e 
of Harry. 
Harry 's awareness of the nature of r e a l i t y and of his 
own pecul iar problem undergoes a rad ica l change during h is 
encounter with Agatha (Part I, Scene i i ) . He had always 
recognised in h i s aunt the presence of superior s p i r i t u a l 
force, but as she recounts her pas t , he r e a l i z e s tha t far 
from being a tower of s trength she too is a fe l low-sufferer : 
I have thought of you as the completely 
st rong, 
The l i b e r a t e d from the human wheel. 
So I looked to you for s t rength . New I 
think i t i s 
A common pursui t of l i b e r a t i o n . 
( p . 331 ) 
I t i s in the com.pany of Agatha tha t Harry gropes h i s way 
to a new kind of perception : 
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That i s the completion v/hich at the 
beginning 
Would have seemed the ru in . 
( p . 333 ) 
The years o£ agony and waste, h i s past l i f e at V/ishwood, 
h i s fami ly ' s past h i s to ry , everything that had appeared 
unendurable, were a kind of preparation for h i s new l i f e . 
What had a l l along appeared as the end i s ac tua l ly a begi-
nning. He has to carry the burden of h i s family on h i s 
shoulders but in a sense en t i r e ly different from what Amy, 
h i s mother, had intended. Agatha, h i s mother in a dif-
ferent sense of the word, t e l l s him : 
There 's r e l i e f from a burden that 
I car r ied . 
And exhaustion at the moment of r e l i e f . 
The burden 's yours now, yours 
The burden of a l l the family. 
( p . 334 ) 
The Furies are transformed into the Sumenides, the divine 
messangers who have sealed Harry 's e lec t ion . 
There i s a perfect meeting of minds between Harry 
and i^^atha and a sharinq of awareness. I t would, the re -
fore , be wrong to say tha t she 'guides ' him towards h i s 
97 
des t iny . I t i s more appropriate to say tha t the know-
ledge she imparts about h is family' s h i s tory helps him 
discover the true meaning of h i s experience. For him 
the re i s the way of dispossession 'somewhere on the other 
s ide of despair* : 
. . . the worship in the deser t , the t h i r s t 
and deprivat ion, 
A stor^ sanctuary and a pr imi t ive a l t a r . 
The heat of the sun and the icy v i g i l , 
A care over the l i ve s of humble people. 
The lesson of ignorance, of incurable 
d i s e a s e s . . . 
( p . 339 ) 
VI 
In order to complete out account of the theme of aware-
ness in The ^Family Reun i^on some space should also have 
been given to the characters who revead a cer ta in obtuse-
ness with regard to ' t h e world around the corner ' or the 
presence of the t imeless dimension in immediate experience. 
However, by concentrating on the charac ters tha t bring out 
the Outsider element in Eliot himself we have done enough, 
we f e e l , to h ighl ight what we have designated as the theme 
of awareness. As we have pointed out in the preface. 
98 
Sl io t Is remarkable ainong the major English poets for 
making use o£ immediate experience as the means by which 
to highl ight the transcendent order lying hidden in every-
day r e a l i t y . The Family Reunion i s a dramatisation of 
the consciousness tha t inver t s the order of r e a l i t y ; the 
order of sol id , time-bound r e a l i t y i s projected as a thin, 
unsubstantial* film of ' fami l ia r i ty* that has to be 
removed in order to get at the r ea l ly s igni f icant order of 
experience. 
I t i s in the perspective of the unrea l i ty of ' r e a -
l i t y ' tha t the obtuse characters in the play are to be 
viewed. Ivy and Violet are pure drawing-room comedy 
f igures who have t h e i r moments of boredom though the bcr3-
dom never modulates into disgust or f rus t ra t ion precluding 
thus t h e i r entry into the Outsider world of mysterious 
s p i r i t u a l i t y . Charles i s jus t a l i t t l e mora conscious 
than Gerald : he has h i s moment of mild t e r r o r in Burlington 
Arcade but the experience f a i l s to wake him up to ' t h e 
world around the comer ' . Amy i s the character per se 
who inhabi ts the world of tim,e. It i s her pa the t ic t r u s t 
in time according to the clock and her unshakeable f a i th in 
the a r res t ing of change that makes her tr^ily t r ag ic f igure . 
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She manifests a cer ta in amount o£ hubris in her endeavour 
to possess everything. She i s , however, cheated of every-
thing tha t she seek to possess — including her husband 
and, l a t e r , her son. Her 'd ispossess ion ' at the end i s 
not voluntary and con t ras t s sharply v;ith the Negative Way 
of Life tha t Harry seeks in h i s endeavour to divest him-
self of the love of created th ings . 
In the chapter that follows we wi l l make a modest 
attempt to study the imagery of The Family Reunion in the 
l i g h t of what we have said about S l i o t ' s concern with the 
theme of awareness. It i s only through the imagery that 
the hidden pa t t e rns in everyday r e a l i t y are brought into 
focus and made to yield t h e i r meaning. 
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CHAPTER IV 
IMA3ERY OP AWARENESS IN THE FAMILY REUNION 
We saw in the l a s t chapter how S l i c t has drama-
t i z ed discrepant awareness in The Family Reunion. In 
t h i s chapter we propose to analyse c losely the images in 
t he play tha t per ta in to the world of immediate experi-
ence and yet c rea te in us an awareness of a transcendent 
order of being. I t may be necessary here to r e i t e r a t e 
t h a t , as Unger has pointed out in a s l i gh t ly different 
context , the dominant mode of the large majority of 
such images i s symbolist and i s u l t imate ly derived from 
tha t source. Such imagery provides a l ink between 
Sliot* s early poetry and a work l i k e The Family Reunion.. 
I t may also be pointed out t ha t , following Unger, we 
have kept the scope of such imagery wide enough to inc-
lude not only visual items but all categories of reference. 
A careful reading of the play reveals tha t certain 
ob jec ts have been used in the play f i r s t in a qui te 
normal way, tha t i s , without any symbolic s ignif icance 
at taching to them. However, t h e i r repeated use through-
out the play gives them a cer ta in symbolic resonance, 
and they acquire the s ta tus proper of what can be cal led 
a symbolic image. Since these images, in tegrated fully 
with the theme of aw^r-sress in the play, have the function^ 
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of awakening u s , a s t h e y do t h e c h a r a c t e r s t h e m s e l v e s in 
v a r y i n g d e g r e e s , t o t h e p r o f o u n d e r s i g n i f i c a n c e of imme-
d i a t e e x p e r i e n c e , t h e y h a v e been c a l l e d images of aware -
n e s s . 
I t i s c l e a r t h a t d u r i n g o u r e x p l o r a t i o n of t h e s e 
images we c a n n o t a f f o r d t o i g n o r e even minor d e t a i l s o r 
i t e m s of r e f e r e n c e in t h e p l a y . No m a t t e r howsoever 
o p a q u e some of t h e e l e m e n t s in t h e d i a l o g u e , some r e i t e -
r a t e d word o r even t h e p l a c e where t h e s c e n e i s l o c a t e d , 
may, owing t o t h e r e s o n a n c e of i t s c o n t e x t , b e t r a n s -
formed i n t o a s y m b o l i c image . 
As examples of such i n n o c u o u s d e t a i l s a c q u i r i n g 
an " i d e a l i z e d , " s y m b o l i c , s t a t u s , we may men t ion t h e 
u s e of t h e word " u n d e r s t a n d " in t h e t e x t and t h e f a c t 
t h a t " t h e l i b r a r y " i s t h e l o c a t i o n of t h e s c e n e in a 
p a r t of t h e p l a y . The word ' u n d e r s t a n d * o c c u r s so 
f r e q u e n t l y and in such s i g n i f i c a n t c o n t e x t s t h a t t h e 
s p e c t a t o r i s f o r c e d t o r e a l i z e t h a t t h e p l a y i s abou t 
" u n d e r s t a n d i n g " a t d i f f e r e n t l e v e l s . H a r r y ' s mo the r 
and t h e r e s t of h i s f a m i l y c a n n o t " u n d e r s t a n d " h im. He 
h i m s e l f c a n n o t " u n d e r s t a n d " p a r t of t h e meaning of h i s 
own e x p e r i e n c e . I t i s Agatha a l o n e who " u n d e r s t a n d s " 
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H a r r y ' s p l i g h t . " U n d e r s t a n d " i s ^choed t h r o u g h o u t t h e 
p l a y . The word i s r e p e a t e d 13 t i m e s in i P a r t I^ Scene ! • 
Moreover , t h e • s c e n e of H a r r y ' s i n t e r v i e w w i t h 
Dr . Warburton t a k e s p l a c e in t h e l i b r a r y ; t h e d o c t o r 
r e p r e s e n t s t h e w o r l d of s c i e n c e , and t h e p r o b i n g q u e s t i o n s 
h e p u t s t o H a r r y in p a r t s u g g e s t a p s v c h o l o g i c a l approaeVi 
t o s p i r i t u a l p r o b l e m s . The b o o k - s h e l v e s in t h e l i b r a r y 
v a g u e l y r e p r e s e n t , t h e w o r l d - v i e w of humanism and i t s 
r e l i a n c e on s c i e n c e . Dr. W a r b u r t o n ' s p r o b i n g of Harry 
i s t a n t a m o u n t t o a r e d u c t i o n of t h e s p i r i t u a l p r o b l e m s of 
s i n and e x p i a t i o n and r e d e m p t i o n t o a s t u d y of complexes 
and r e p r e s s i o n s and s o c i a l m a l a d j u s t m e n t s . 
A g r e a t e r p a r t of t h e imagery in The Pcjni ly Reunion 
can b e g r o u p e d round a few c a t e g o r i e s . I t i s n o t b e i n g 
s u g g e s t e d t h a t t h e f o l l o w i n g c l a s s i f i c a t i o n i s in a c c o r -
d a n c e w i t h any scheme o r pa t t e rn ,* t h e o n l y u n i f y i n g t h r e a d 
i s t h e f a c t t h a t t h e y a l l p e r t a i n t o Immedia te e x p e r i e n c e . 
With t h i s q u a l i f i c a t i o n in mind we can s ay t h a t a l a r g e 
number of t h e images of a w a r e n e s s in t h e p l a y c e n t r e round 
t i m e and t h e s e a s o n s , fog and c o l d , s m e l l and d i s e a s e , 
p a r t s of a h o u s e , t h e s e a and t h e d e s e r t , t r e e s and t h e 
g a r d e n , 
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The occasion of the family reunion i t s e l f i s loaded 
with meaning: i t is Amy's tiirthday party. Eliot fu l ly exploi ts 
the Chris t ian association of the ideas of the family coming 
together and of b i r t h leading to regenerat ion. By the 
time the specta tor grasps that the play he i s watching i s 
not a story of crime and punishment but of sin and expia-
t ion , and also tha t what Harry has to exercise through h is 
s a c r i f i c e i s not a personal but a family curse handed down from 
pas t generat ions, the ful l resonsoice of the idea of the 
family helps him l ink the play with the archetypal image 
of Adam and h i s family. El io t i s not equating the two 
famil ies in any quas i -a l l egor ica l fashion. What he i s 
doing in the play i s to infuse into the story of his 
choice, into the famil iar pat tern of drawing-room social 
comedy, the pattemn of the dogma of o r ig ina l sin and 
Incarnation jus t as he has also Introduced into the play 
the Aeschylian pat tern of the Orestes s to ry . El iot has 
eschewed allegory but, using incamat iona l symbolism, 
makes the cen t ra l image of a family reunion and of a b i r t h -
day party resonate through the spec ta tors ' f ami l i a r i ty with 
t r a d i t i o n a l Chris t ian l o r e . The theme of Harry 's expia-
t ion through h i s choice of the v i a negativa i s sharply 
in focus towards the close of the play. Hence, i t is at the 
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very end tha t the b i r th-day cake i s brought on the stage 
and ^ a t h a and Mary, the waiters and watchers, speak 
t h e i r incantatory verses while going round the t a b l e . 
I t i s a b i r th-day though not of Amy. The forces of 
regeneration leading to b i r t h have been released and set 
in motion, and the cake on the t ab l e i s transformed into 
a potent symbol of t h i s process. The twin images of the 
family reunion and bir thday party are the cent ra l and 
c ruc ia l symbols In the play tha t compel recognition of the 
l a r g e r pa t t e rns inhering in common experience. 
Before we proceed fur ther in our concern with the 
imagery in The Family Reunion, i t Is advisable to remind 
ourselves tha t we are not dealing with a l l the implications 
of the study of imagery In the play but conceit r a t ing only 
on one aspect of the subject j i t s derivation from the 
fund of common and immediate experience. I t may be r e i t e -
ra ted here tha t what we ca l l the images of awareness are 
in fact symbolic images of a pecul iar kind. As we have 
already pointed out a l l symbolic imagery has an idea l i s ing 
ro l e j I t transforms concrete objects Into l a rge r universale 
of experience. What d is t inguishes El iot from other poets 
i s the fact tha t h i s idea l i s ing and symbolic Imagery, 
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d e r i v i n g as i t does from immediate sensuous apprehension, 
s u r p r i s e s and shocks us i n t o an awareness of what can 
on ly be c a l l e d as t h e o t h e r and t h e beyond. 
As we have j u s t seen t h e e n t i r e p lay i s based on 
• t h e extended concei t* of a family reunion and b i r t h - d a y 
p a r t y . We saw in t h e p rev ious c h a p t e r t h a t t h e main 
concern of E l i o t i n ' t h e p lay i s wi th t h e drama of d i s c r e -
pan t awareness which may a l so be s a i d t o be t h e c e n t r a l 
theme of t h e p l a y . The drama of awareness, however, i s 
focused round a few s u b s i d i a r y themes . We w i l l now see 
how one such theme — t h a t of change and t ime — i s woven 
round c e r t a i n remarkable images of awareness d e r i v i n g from 
immediate e x p e r i e n c e . 
L ike most people Amy l i v e s in t h e world of s e r i a l 
t i m e . Unl ike most people , however, she i s one who has 
done h e r b e s t t o a r r e s t t h e movement of t i m e . She has 
done so as she has sought t o impose h e r w i l l on t h e world 
o u t s i d e . However, he r very a t tempt t o s top t ime in 
accordance wi th her own plan miserab ly f a i l s and b r i n g s 
t h e f a c t of Change i n t o sharp focus . The imagery in t h e 
opening scene (using t h e word ' imagery ' in t h e wider 
s e n s e of t o t a l app rehens ib l e reference) evokes t h e world 
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of time and change and juxtaposes i t against a category 
t h a t dissolves time and infuses in to the world of the 
play a very di f ferent concept of change. Postponing a 
considerat ion of the two concepts of change for a while, 
we would f i r s t see how Eliot 6vokes the world of time and 
how he opposes i t to the category tha t dissolves time and 
br ings out i t s e s sen t i a l u n r e a l i t y . 
Amy' s opening speech evokes the world of time and 
the u t t e r n u l l i t y of the time-bound exis tence . The pas-
sage r e c a l l s the Prufrockian ethos of f u t i l i t y : ' I have 
nothing to do but watch the days draw ou t . ' S igni f icant ly , 
t he painful process of watching the passage of time i s 
associated with ' s i t t i n g in the house from October to 
June , ' We sha l l see tha t ' t h e house, ' spec ia l ly Wish-
wood, i s a potent symbolic image of awareness in the play. 
Amy regre t fu l ly r e c a l l s the days of her f a l s e t r u s t in 
time : 
0 sun, tha t was once so warm, 0 Light tha t 
was taken for granted 
When I was young and strong, and sun and 
l i g h t unsought for 
fnd the night unfeared and the day expected 
And clocks could be t ru s t ed , tomorrow assured 
And time would not stop in the dark*. 
( p . 285 ) 
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The clock and the fear of the stopping of the clock in 
t h e dark are the images tha t seem to haunt Amy's consci-
ousness. The l a s t l i n e of the passage quoted above i s 
echoed in ' I do not want the clock to stop in the dark* 
(p . 287) . ' The image i s compulsive for Amy and i s associ-
ated with death and the fear of death : 
You none of you understand how old you are 
And death wi l l come to you as a mild surpr i se , 
A momentary shudder in a vacant room. 
( p . 287 ) 
The time-bound world of Amy i s shared by other characters 
in the play. Perhaps the most haunting image in the 
opening scene i s Ivy 's se l f -appra isa l in 
Nor freeze, as I do, in Bayswater, by a 
ga s - f i r e counting s h i l l i n g s . 
The images of the English holiday-makers in the south, 
though dramatical ly expressing the upper-class English 
snobbery, i s yet poe t i ca l ly evocative of the banal and 
the f u t i l e in time-bound existence : 
Go south • to the English c i r cu l a t ing 
l i b r a r i e s . 
To the mi l i t a ry widows and the English 
chaplains . 
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To the chilly deck-chair and the strong 
bold tea. 
The strong cold stewed bad Indian tea. 
( p. 285 ) 
The s o u l l e s s w o r l d of t i m e evoked by such imagery i s r e i n -
f o r c e d by a n e r v o u s e c h o i n g of ' t i m e * and ' c l o c k * and 
t h e c o n s t a n t r e m i n d e r s of t h e p a s s a g e of t i m e on t h e s t a g e . 
I v y . And when w i l l you h a v e your b i r t h d a y 
c a k e . Amy, 
And open y o u r p r e s e n t s ? 
Amy. A f t e r d i n n e r : 
Tha t i s t h e b e s t t i m e . 
I v y . I t i s t h e f i r s t t i m e 
You h a v e n o t had your c a k e and y o u r 
p r e s e n t s a t t e a . 
Amy This is a very particular occasion 
As you ought to know. It will be the 
first time 
For eight years that we have all been 
together. 
In Harry's anguished and tormented imagination time is 
associated with decay and corruption. His crushing sense 
of sin is peculiary linked with specific 'times' : 'The 
noxious smell untraceable in the drains,/Inaccessible to 
the plumbers, that has i ts hour of the night. . . ' and 'The 
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unspoken voice of sorrow In the ancient bedroom/At three 
o 'c lock In the morning.' 
The category tha t opposes time and subverts the 
I l lu s ion of the a r res t of time as envisaged by Amy i s 
introduced by Agatha in the play accompanied as her con-
cept i s by an a l t e r n a t i v e view of change. The word 
Ichange' l i k e the word .•time'. acquires in the opening 
scene the s t a tus of a key-word and tha t of an imagery-
s u b s t i t u t e . 'Nothing i s changed,' 'Nothing has been 
changed.' 'And everything the same.' Amy repeats the 
formula (p. 292) , and, exasperated* Harry bur s t s out : 
•;chenge.d.T nothing changed ? how can you say tha t nothing 
i s changed ? ' A l i t t l e l a t e r (p. 293) , Harry says : 
Time and time and time, and change, no 
change ,' 
You a l l of you t ry to t a l k as if nothing 
had happened. 
And yet you are ta lking of nothing e l s e . 
( p . 293 ) 
Harry makes a d i s t inc t ion between 'event ' and 'happening, ' 
between things tha t take place outs ide leaving the soul 
untouched and without revealing the un rea l i t y of time on 
the one hand, and, on the other , inner changes tha t 
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pene t ra t e the bones t a i n t i n g the f lesh . Events are sym-
bol i sed by ' t h e t i gh t comers* tha t Gerald has been 
through during h i s mi l i t a ry career and the 'nas ty messes' 
he has dined a t . This banal and half-comic world i s 
cont ras ted with Harry 's account of ' h ^ p e n i n g ' : 
The sudden so l i tude in a crowded desert 
In a th ick smoke, many crea tures moving 
Without d i rec t ion , for no direct ion 
Leads anywhere but round and round in 
tha t vapour — 
Without purpose, and without p r inc ip le 
of conduct 
In f l i cker ing in t e rva l s of l igh t and 
darkness; 
The p a r t i a l anaesthesia of suffering 
without feel ing 
Pnd p a r t i a l observation of one' s own 
automatism 
While the, slow s ta in sinks deeper through 
the skin 
Tainting the f lesh and discolouring the 
bone — 
This i s what m a t t e r s . . . 
( p . 294 ) 
The images associated with 'happening' have a dual 
qua l i ty — immediacy of apprehension through sudden encoun-
t e r s and a slow-moving rea l i za t ion that u l t imate ly gr ips 
the consciousness. The twin q u a l i t i e s can be seen at 
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work in the passage quoted above. The awareness of the 
u n r e a l i t y of the world of time i s communicated through 
the nightmarish vision in the phrase where an oxymoron 
descr ibes an almost l i t e r a l t r u th : 'crowded d e s e r t . ' The 
phrase, and the passage in which i t occurs, re-enacts 
p a r t s of The Waste Land, p a r t i c u l a r l y the passage in 
which 'crowds' symbolise the ' dea th - in - l i f e' s t a t e of 
the soul . 'Smoke,' 'vapour , ' ' f l i cke r ing in t e rva l s of 
l i g h t and darkness' and the whirling d i r ec t ion le s s motion 
are a l l images -of unreality. However, the 'sudden solitude* that 
occasions the nightmare i s a necessary step in a 'nece-
ssary ' d i rec t ion; i t awakens the soul from ' sleep' to the 
nightmare tha t l i f e ac tual ly i s . The immediacy of such 
apprehension, the sudden awakening to l i f e , i s bes t exp-
ressed in Agatha's image of ' t h e world around the comer ' 
(p.290) . The images in sharp contras t to sudden encoun-
t e r s are those where apprehension moves as slowly as the 
process of contamination which these o b j e c t i f y . In the 
passage quoted above the envisagement of human organism in 
terms of a self-obseirving machine e n t a i l s slow rea l i za t ion 
of the fac t s of one ' s b io logica l processes . Such obser-
vation i s necessar i ly slow though u l t imate ly i t leads to 
an overwhelming and nauseating act of revulsion against 
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t he reduction of the human s p i r i t to a machine. The 
represen ta t ive Image^ however, of t h i s slow-moving appre-
hension i s tha t of a contaminating d isease . Apart from 
the image of contamination in the l a s t l i n e of the passage 
quoted above, we have tha t of the cancer ' t h a t eats away 
the s e l f (p.295) , In the same passage Harry v i sua l i s e s 
l i f e i t s e l f as a disease : ' I t i s not my con science,/Not 
my mind, tha t i s diseased, but the world I .have to l i v e 
i n , ' Even without the sudden encounters with ' t h e world 
around the comer , • the awareness of the need for a sp i -
r i t u a l solution to the dilemma of existence would come to 
Harry s ince 'The contamination has reached the narrow* 
(p . 295) . Apart from the reference to one of Dr. War>-
b u r t o n ' s pa t i en t s 'who suffered from an uncurable cancer' 
(p . 314) , we also have the following passage (p. 327) 
where s p i r i t u a l degradation i s spoken of in terms of long-
l a s t i n g disease : 
You can ' t understand me. I t ' s . n o t 
being alone 
That i s the horror — to be alone 
with the hor ror . 
What matters i s the f i l t h i n e s s , I can 
clean my skin. 
Purify my l i f e , void my mind. 
But always the f i l t h i n e s s , tha t l i e s a 
little deeper,., 
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Keeping In mind the d a l v i n i s t i c bearings of E l i o t ' s Chr is -
t i a n i t y i t i s not surpr is ing to find tha t Harry should 
speak of s p i r i t u a l malaise in terms of a contagion : 
In and out, in an endless d r i f t 
Of shrieking forms in a c i r c u l a r desert 
Weaving with contagion of putrescent 
embraces 
Of dissolving bone. 
The passage, quoted above, about the • sudden so l i tude in 
a crowded deser t ' contains an image of sudden encounter. 
The play, however, abounds in images of ' t h e world around 
t h e comer.* I t would be worthwhile to i s o l a t e some 
passages where t h i s kind of imagery helps El io t focus on 
the numinous through the famil iar and the immediate. This 
i s a special fea ture of E l i o t ' s poetry and one of the sources 
of the success of The Family Reunion as a poet ic play. 
A great number of such images r e l a t e to a symbolic 
idealisation of^on^'s experience of the di f ferent pa r t s of a 
house. This i s not surpr is ing in view of the fact that 
a house — Wishwood — occupies a cent ra l place in the 
f i gu ra t i ve scheme of the play. The name of the seat of 
t h e Monchensey family in the north of England has a quasi-
a l l ego r i ca l fo rce . The name reminds us of the wood in 
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which ^Dante had l o s t h i s way. Wlshwood i s , therefore , 
a microcosm/ a model of the world tha t we know through 
d e s i r e . S igni f icant ly , i t i s Agatha, the s p i r i t u a l l y 
conscious of Harry 's aunts, who comments i 'Wishwood was 
always a cold place. Amy' . I t i s In te res t ing to note 
t ha t Agatha* s comment i s immediately followed by the 
passage in which Ivy, unconsciously, presents herself as 
the pat tern of the s p i r i t u a l l y - i s o l a t e d ; 'Not freeze, 
as I dOt in Bayswater, by a ga s - f i r e counting s h i l l i n g s . ' 
Wishwood had occasioned the numinous even in the innocent 
days of Harry' s childhood. Agatha, however, had made 
Harry understand the inexpl icable and the fearsome in his 
childhood experience s 
1 think I see what you mean. 
Dimly — as you once explained the sobbing 
in the" cihinmey 
The evi l in the dark c lose t , which they 
said was not there . 
Which they explained away, but you explained 
them 
Or at leas ts made ma cease to be afraid of 
them, 
( p . 29 6 ) 
Wishwood, Agatha has e a r l i e r implied, i s also a measure 
of the s p i r i t u a l dis tance Harry has t raverseed since h is 
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childhood : 
Wandering in the tropics ' 
Or against the painted scene of the 
Mediterranean, 
Harry must often have remembered 
Wishwood — 
The nursery tea , the school holiday. 
The daring f ea t s on the old pony, 
And thought to creep back through the 
l i t t l e door. 
( p . 288 ) 
A l i t t l e l a t e r Agatha again says : 
Yes, I mean tha t at Wishwood he wi l l 
f ind another Har ry . . . 
Round by the s t ab le s , 
m the coach-house, in the orchard. 
In the p lan ta t ion , down the corr idor 
That led to the nursery, round the comer . 
Of the new wing, he wi l l have to face h im. . . 
And i t wi l l not be a very ,•^11 y comer . 
( p . 288 ) 
The images r e l a t i ng to the pa r t s of a house in the two 
passages jus t quoted are not images of awareness in our 
sense of the term — though the ' c o m e r of the new wing* 
would be the place of the encounter between the new self 
of Harry and the one he had lef t , behind.' In the passages 
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quoted above El iot Is t rying to i s o l a t e the d i f ferent 
u n i t s of a human habi ta t ion for symbolic contemplation 
l a t e r . I t I s in l a t e r contexts tha t such images become 
images of awareness and communicate a sense of the numi-
nous. It i s in Agatha's speech on p . 290 tha t the film 
of f ami l i a r i t y i s l i f t e d from the face of the known and 
t h a t which i s Immediately apprehended becomes a pointer 
t o a di f ferent order of ejqserience. We neglect , says 
Agatha : 
a l l the "adnionltions 
Prom the world around the comer 
The wind* s t a l k in the dry ho l l y - t r e e 
The inc l ina t ion of the moon 
The a t t r ac t ion of the dark passage 
The paw under the door. 
The chorus at the end of par t I , scene I also uses the 
same kind of imagery in order to subvert the order of 
r e a l i t y ; they want to be reassured tha t the famil iar in 
t h e i r experience wil l not be destroyed by the uncanny : 
We only ask to be reassured 
About the noises in the c e l l a r 
And the window tha t should not have 
been open. 
Why do we a l l behave as if the door might 
suddenly open, the cur ta ins be drawn. 
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The c e l l a r make some dreadful d isc losure/ 
the roof disappear, 
And we should cease to be sure of what i s 
rea l or unreal ? 
Hold t i g h t , hold t i g h t , we must i n s i s t tha t 
the world i s what we have always taken 
i t to be . 
( p . 302 ) 
A few more images of awareness, evoking the fear of the 
unknown and suggesting the unredeemability of temporal 
exis tence and the un rea l i t y of se r i a l time occur at the 
end of par t I . The chorus echoes Harry who had a l i t t l e 
e a r l i e r said : Everything i s i r r evocab le , / t he past unre-
deemable (p, 315) . The chorus now says tha t the past — 
t h a t of the family and of the e n t i r e human race owing to 
t he curse of the f a l l — 'has desec ra t ed /Hi s to ry . , , . 
Shamed 
The first cry in the bedroom, the noise 
in the nursery, mutilated 
The family album, rendered ludicrous 
The tenants* dinner, the family picnic on 
the moors. Have torn 
The roof from the house, or perhaps it was 
never there. 
And the b i rd d i t s on the broken chimney. 
I am afra id , 
( pp, 315 - 316 ) 
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The imagery of awareness r e l a t ing to the pa r t s of a house 
i s u l t imate ly unif ied and brought into Sharp fofcus in 
Agatha's image in the l i n e : ' Thd eye i s on t h i s hpuse. ' 
The 'world around the corner*' u l t imate ly awakeps the 
mind to the curse on the 'house' and also to the head 
to have the curse l i f t e d through "the pilgrimagVOf 
expia t ion. • 
The ' p a r t s of a house' imagery i s not only nega-
t i v e in i t s function but also aff i rmative. I t leads not 
only to the ' cu r se ' but c. so opens *a door pnto the 
garden*' We have already seen irl ^he previo]n^ chapter 
t ha t Mary represents in the play the p o s s i b i l i t i e s of 
na tu ra l love . I t i s in the second scene 6f th6 f i r s t part 
of the play tha t we sea how t h i s p o s s i b i l i t y i s f i r s t 
explored and then re jec ted by Harry. Some of the image 
t h a t express the idea tha t romantic love could represent 
a way out of the hel l of the time-bound experience are 
extremely beaut i ful and suggestive : 
You bring me news 
Of a door tha t opens at the end of a corr idor . 
Sunlight and singing* when I had f e l t sura 
That every corr idor only led to anothfer, 
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Or to a blank wall ; tha t I kept moving 
Only so as not to stay s t i l l . Singing 
and l i g h t . 
( p . 310 ) 
Singing and l i g h t , and a door opening at the end of a 
cor r idor , are images of regeneration through na tura l love 
and not images of the awareness of the numinous — the 
kind of images tha t we have been t rying to t r a c e in the 
p lay . However, E l i o t ' s use of such images i s frequent 
throughout h i s poetry, and these images celebrat ing the 
rhythm of na tura l l i f e share with the images of the aware-
ness of the numinous an element of pleasant surpr i se . 
The passage quoted above (p, 310) i s immediately preceded 
by stanzas u t t e r ed by Harry and Mary in a s t a t e of t rance . 
Here i s Mary on the regenerat ive process in root and bud : 
The cold spring now i s the time 
For the ache in the moving root 
The agony in the dark 
The slow flow throbbing the trunk 
The pain of the breaking bud. 
These are the ones tha t suffer l e a s t ; 
The aconite under the snow 
And the snowdrop crying for a moment 
in the wood, 
( p . 310 ) 
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The contemplative vision of the regenerat ive process in 
na ture continues in the following l i n e s : 
I be l ieve the season of b i r t h 
Is the season of s ac r i f i c e 
For the t r e e and the beas t , and the f i sh 
Thrashing i t s e l f upstream. 
Notwithstanding, the beauty of such imagery and even the 
element of surpr i se tha t i t shares with the imagery of 
awareness ('The aconite under the snow,' ' t h e f i s h / 
Thrashing i t s e l f upstream') , the p a r t i c u l a r kind of 
imagery tha t we are t rying to i s o l a t e in the play i s the 
most c h a r a c t e r i s t i c fea ture of E l i o t ' s poetry. The s t ra tegy 
t h a t El io t adopts in t h i s play to break through the indif-
ferent s p e c t a t o r ' s impercipience and shock him out of the 
fami l ia r in to the strange i s la rgely , if not en t i r e ly , 
dependent on h i s use of the images of awareness. The l a t e r 
p lays make l e s s use of t h i s s t ra tegy . I t i s only in pa r t s 
of Four Quartets tha t the imagery of awareness helps 
El io t to achieve some of his most c h a r a c t e r i s t i c e f fec t s . 
There are many passages in these poems where El iot eschews 
h i s a l lus ive technique and makes use of the t ransparent ly 
c l e a r and the c lose ly famil iar and immediate in order to 
communicate a sense of the other and the beyond. One 
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could quote the well-known passage from the t h i r d section 
of Bast Coker beginning with the words • As, in a t hea t r e 
, . , ' (p . 180) where E l io t , using the imagery of contem-
porary l i f e communicates a sense of the un rea l i t y of the 
r e a l . I t i s b e t t e r , however, to quote the following 
br ie f passage from the t h i r d section of Burnt Norton 
where unfamiliar dict ion hides a famil iar image and where 
the f ami l i a r i t y of the image j o l t s us into a sense of the 
unfamil iar : 
This i s the one way, and the other 
Is the same, not in movement 
But abstention from movement; while the 
world moves 
In appetency, on i t s metalled ways 
Of tim.e past and time fu ture . 
NOTES ; C h a p t e r IV 
1 , L . Unger^ " T . S . E l i o t ' s Images of Awareness,* ' The 
Sewanee Review, LXXIV (Jan - March, 19 66 ) , p p . 197-
224 . 
C O N C L U S I O N 
Prom our discussion of the theme and imagery of 
awareness in The Family Reunion and (only in outline) 
in the ear ly poems, i t emerges tha t what we have ca l l ed 
"awareness" i s par t of E l i o t ' s s t ra tegy to mdke the 
modem and cdntemporary world avai lable to poetry* E l i o t ' s 
poe t i c world i s a f a r cry from the i n a n i t i e s and t r i v i a l i -
t i e s of the so-cal led Georgian poets — the attempt to 
c r ea t e a pseudo-romantic countryside inhabited by Wordswor-
thian shepherds and Keatsian swains, E l io t , on the 
other hand, brought Reali ty to bear on the world of 
imagination though knowing fu l l well tha t "human kind 
cannot bear very much r e a l i t y . " The rea l in Eliot is h is 
own scheme for the In f in i t e though what i s h i s own i s 
also par t of the t r a d i t i o n , El iot would have avoided 
being ca l l ed "a r e l ig ious poet" since Such a descript ion 
would l imi t the scope of h i s imaginative operat ion. ^ d 
yet El iot was deeply re l ig ious because C h r i s t i a n i t y was 
for him a means of discovering meaning in the chaos of 
experience. Throughout h i s work, spec ia l ly a f t e r "The 
Hollow Men" he seems concerned with the attempt to e n l i -
ven dogma with reference to experience. I t i s in t h i s 
sense tha t he brings h is metaphysical and re l ig ious scheme 
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o£ Reality to bear on h i s poetry, 
Eliot* s vision does not envisage Reality as some-
thing outs ide the pale of immediate e:>q5erience-3omething 
t h a t e x i s t s at the terminal point of tha t which i s pe rce i -
ved through the senses. The sensuous and the transcendent 
are not mutually exclusive; in fac t , they are co-terminous. 
That t h i s indeed i s so was confirmed fot him not only by 
the technique he had ear ly acquired from the French Symbo-
l i s t s but was reinforced by the Christian dogma of Incarnation. 
As we know Incarnation for Sl io t was not an i so la ted , once-
only, h i s t o r i c a l r e a l i t y but an ever-recurr ing, constantly-
present , phenomenon. In t h i s juxtaposi t ion , or ra ther 
co-presence of the a r t i s t i c and the re l ig ious , Eliot found 
a solution for the modem poet . I t i s in incajmational 
symbolism, or, as Coleridge put i t , in the con substant ia t ion 
of the object and the idea, tha t the p o s s i b i l i t y for freedom 
for the modem poet l ay . The modem poet could thus and 
only thus seize the material r e a l i t y of contemporary l i f e 
surrounding him and make i t a vehicle for the t r u l y Real, 
Contemporaneity and un ive r sa l i t y , as we said in the Preface, 
could in t h i s way co -ex i s t . 
The imagery of contemporary l i f e in El io t , the 
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imagery of immediate experience^ thus, has a context of 
e te rna l v e r i t i e s behind i t . However, in i t s superf ic ia l 
aspect of pseudo-modernity, t h i s fea ture was seized upon 
by most "modem" poets — Ajden^ Sp$n4ar and o the r s , 
E l i o t ' s pervasive influence has mqde i t a constant fea ture 
of a l l modem poetry. The surpris ing sittd unexpected 
(sometimes shocking in i t s irrelevance) image has come to 
s tay in modem poetry. Numerous examples could be given 
of "ordinary" modem poems having these features ~ 
from Auden to Phi l ip Larkin and Ted Hughes. The in f lu -
ence, however, though pervasive i s not deep. With the 
poss ible exception of l a t e r Ajden and Ted Hughes^ few of 
the modem posts make the imagery of immediate ekperience 
a vehic le for l a rge r metaphysical content , "The Express" 
by Spender i s a typica l example. I t i s a beautiful poem, 
no doubt, but ra ther narrow in i t s l a rge r bear ings . The 
subject-mat ter i t s e l f i s t r a d i t i o n a l l y unpoetic and drawn 
from immediate experience. The imagery, however, does 
not c rea te an "awareness" of l a rge r r e a l i t i e s , "The 
manifesto of the pis ton" i s surpr is ing and therefore 
de l ight fu l but i t i s lacking in any wide or profound p o l i -
t i c a l bear ing. The t r a in moves away, at the end, in to 
the I n f i n i t e taut the In f in i t e tha t It sytnbolises i s vague 
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and co lou r l e s s . Inspi te of I t s novelty the poem and i t s 
imagery have only a l imi ted scope. 
W.H. Auden's "Musee- des Beaux Ar ts , " another 
poem tha t makes use of imagery drawn from everyday e s^e r i -
ence, may also be b r i e f l y mentioned here . The poem's 
images re inforce the cent ra l theme of the poem : universal 
indifference to suffering and the rea l iza t ion and depiction 
of t h i s fact in at l e a s t some great a r t . "About suffering 
they were never wrong,/The Old Masters." The theme i s 
then depicted by the poet himself with the help of images 
drawn from everyday common experience. Suffering — 
anyone's suffering — i s juxtaposed with images showing 
indifference and t o t a l unconcern : someone "eating or 
opening a window or jus t walking dully along." The next 
image of indifference i s tha t of children "Skating/On a 
pond at the edge of the wood." The c l imact ic image i s that 
of "the t o r t u r e r ' s horse/Scratching i t s innocent behind 
on a t r e e . " The concluding l i n e s re fer to Brueghel 's 
pa in t ing about the f a l l of Icartia and Show how t\\e ^ rea t 
a r t i s t perceived the t ru th (about thd universal i nd i f f e -
rence to suffering) in h i s own masterly fashion. 
There i s l i t t l e doubt tha t Ajden's wonderful poem 
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re -enac ts through i t s imagery the drama of i t s theme. 
The point , however/ i s : to what comprehensive and com-
puls ive vision of l i f e does the theme of the poem r e l a t e 
i t s e l f ? Ajden's imagery and theme remain indicJatiVe of 
h i s acute but i so la ted perception while S l i o t ' s imagery 
of awareness, r e i t e r a t e d at i n t e rva l s , compels us towards 
the r ea l i za t i on of a s ign i f ican t vision of l i f e . Our 
endeavour in t h i s d i s se r t a t ion has been to hint &t the 
p o s s i b i l i t y tha t E l i o t ' s imagery of immediate experience, 
beau t i fu l ly s t a r t l i n g as i t i s in i t s e l f , i s yet a par t of 
a comprehensive vision of l i f e . 
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